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INTRODPDUCTION. 


Interyals。 


While 记 must be supposed，that the elements of musical scieace are fa. 
miliar to everyone about to take up the art of composition,，I deem it advi- 
Sable to preface my treatise on Harmony with a short review of the sub- 
ject of 一 iptervals, 一 as any uncertain conceptions on this ground might e8sily 
pirove 8 hindrance to a thorough knowledge of Harmony. 

The term >Interval“ represents the mutual relation of the tones with re- 
gard to their position in the scale， The lower tone of an interval is caled 
thbe 一 Adaxpexztal tone. 一 The naimes of the intervals have their derivation in 
the Latin Ordinals，designatipg numerically the steps between fundamental 
tone and upper tone. 


了 Prime Second 


Third ourth 区 fth Sixth Seventh ”0ctave 


The raising or lowering of a tone of an interval causes no change 记 
its name，while the distance between the two tones is widened or shortened， 

To obtain a clear view of such alterations of intervals, we will arrange 
the latter into two groups: 

了 97oxt2O comprising: ayge (major), smaZ (minor), at9oiented and Qioszzii3sjed 
intervals; (to which beiorig Seconds，Thirds，Sixths and Sevenths)， 

17 97ox2O comprising: Dex1ecb ougoaeted and dioaijiisjed intervals; (to which 
belong: Primes，0etaves，Fifths and Fourths)， 

Minor intervals are half a tone smaller than major intervals; augmen- 
ted intervals are half a tone larger han either maior or perfect ones; while 
diminished intervals are half a tone smaller thban minor OF perfect intervals. 

Ai intervails having for their 名 ndamental tone the first degree of the 
major scale are either major or perfeet. 

Let us now ascertain the number of whole and semi-tones contained in 
each of these intervals，thus establishing a scale or medium of comparison 
for all intervals: 


A major Second “contains: one whole tone 


” ”和 ” Thirda 这 2 ， tones 
” pure Fourth 到 21/2 tones 

， ，” Ritfth 31/。 
”Iajor Sixth 机 41/2 

” ”Seventh 昌 51/。 ，。 

> pure Octave 区 6 本 

>”  ， Prime 共 0 较 


了 aving then obtained a knowiedge of the various kinds of intervals and 
the means of gauging 志 em，we are enabled to constitute exactly any Fela- 
ion between two given tones. 


8 


To jillustrate the aforesaid，we will econstruet a table of all the intervals 
having C for their fundamental tone. 


2。 Major， Pure. 区 inor. Augmented. Diminished. 


本性 


三 下 二 站 让 皇 司 


B 
ae 
mains 人 

人 

让 


Primes, 


Seconds. 


Bourths 


| 
三 = 站 到 痊 = 三 站 下拉 = 二 


“| 全 E 捕 泪 且 下 二 司 ] 
co | 诗人 EEEE 焉 失 下 的 


| 
es， 人 泾 非 站 玫 
0ctaves 二 站 二 一 | 


下 hus We learn，that 3 Imajor or 3a pure Interval is converted into a mi- 
nor，dimjinished or augmented Interval by lowering or raising the upper 
tone 一 0r，the latter remaining unchanged，by raising or lowering the funda- 
Inental tone，For instance: 


Rifths. 


Major Sixth Minor Sixth Augimented Diminished 
论 三 三 - 
一 一 


Inatervals exceeding the octave are but repetitions of the relations exi- 
Sting within the jimits of an octave; the ,Xizz 太 alone has an independant 
Signjfcance in harmony. 


Ninth. esth， 了 even 世 wejfth，Fhirteenth.， Fourteeath. 但 fteenth， 


4 外 和 -到 误 E 站 


#j The letter CC" designates the intervals available in Huarmony， 
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The 2oersz07 of Intervals is effected by transposing the upper tone into 
划 e octave below or the fundamental tone into the octave above、The rela- 
tions thus arising may be expressed by the following fgures: 


了 2 3 4 5 6 了 8 
8 7 6 5 4 8 2 


The inverted Prime becomes an 0ctave, the Second a Seventh, the Third 
3a Sixth，the Fourth a Fifth，the Fifth a FEourtb，the Sixth a Third, the Se- 
Yenth a S$econd,，the Octave 8& Prime. 


“本 多 司 必 理 本 


保 


Major intervals become minor，while minor intervals become major; au8g- 
mented intervals become uiminished，diminished intervals augmented; pure 
intervals however Temaaina pure. 
了 nin. 


maj，min， 了 nj. 


According to the manner in which they affect the ear，intervals are Se- 
parated into Coxzsonauzices and Dissoxzatces. The former are coOmplete in them- 
Selves，83S they exXpress 3 certain yep0sej the latter，however, COnvVey the ele- 
ment of Miotioz and demand a goal or solution in te following interval. 

Pure Primnes，Octaves and Fifths as well as maajor and minor Thirdqs and 
Sixths are consonances，the first three being termed Zerfeot comzsoxiaMCecs，and 
the major and minor Thirds and Sixths ?oatpexfct cons0707CeS，Seconds，Se- 
venths and all augmented and diminished intervals are dissonanCces. The pure 
Fourth partakes of the nature of both consonance and dissonance, inclining 
rather to the latter claSsS. 


HARMONY. 


EEC 
有 to with the el We sn 
NA 
eoncordance of tones: Harmony. 人 


First Part. 


8 2. The simultaneous Sounding of three， four or fve tones，separ 
from one another by the interval of a third, is called a chord. The 人 
and at the Same 攻 fme most important chord is the ?yiaQ which，as its name 
indicates， consists of three tones， Being composed of two consonant intervals 
(Third and Fifth) its effect on the musical ear is satisfying，in confrast to 
人 人 of four 外 tones，which contain dissonant inter- 

nce cannot appear independentiy，but mus 
resolved into & 0 chord 二 triad. > 本 


First Section. 


Triads. 


S$ 3. The triad，or common chord consists of three tones 
from the other by the interval of a Thirad， En 


39) b) 0) 


-里 E 宇 对 扯 到 


The lowest tone is cailed: .Badaniental toxe，or 了 ase 一 the intermediate 
tone: the Tard 一 and the highest tone: the 矶 ji of the triad，Triads are 
divided， according to the kinds of Thirds and Fifths that compose t 缉 em， 人 
人 人 国 ee 2 和 ef Ce of a major Third and a perfect 

1 . Minor Third and perfect Fifth constitute a opitiz0* tiad (bj mi 
Third and diminished Fifth a divaiziisjed tiad (c). ee 


Consonant chords. 


3 庆 击 庆 大 


ra 


TI 


CHEAPTEBR LI 


The Triats of the Major Seale. 


8 4 于 we construet a triad on each Successive degTee of the diatonic 
major scale，we obtain the following chords: 


]. 2. 3. 4. 5. 6. 了 7. 
是 二 三 己 三 三 三 己 注 忆 三 三 三 | 
On the 1-st, 4th and 5-th degree We fnd major triads: 
了 2. 3. 
瞧 汪 丰 振 失 至 汉 


These triads、representing the most essential constituents of the Imajor 
scale, bear the names of those degrees of the Scale，on Which they are based， 


The triad on the 1-st degree is termed the Tonic triad 
， 4-t 机 本 ， Subdominant triad 
，。， 5-th 。， Dominant triad 


罗 为 9 
男 轨 入 


S 5. It has just been said that these thTee major triads form the imost 
essential constituents of the major Scale. Verily tbey contain all the djiatonic 
degrees of the scale; and，bejing most closely Telated to one another，they 
indicate clearly and unmistakeably the key and further suffice for the har- 
monic aecompaniment of any Imelody that does not SurpasS the limits of 
the key in question，Their mnutual affinity is easily demonstrated by the 
degree of relation existing between the Several SCales to which they belong， 
The triaqs on the 4-th and 5-th degrees，while they arTre TesSpectively the 
Subdominant and Dominant in the harmony of the given key, are atthe Same 
time the tonic triads of those keys，which，in the so0-called ,Cirele of Fifths 
are nearest to the given key. So tjat 她 e iter relationsjiD Oo1 态 e 胡 xee MGI07 
triads 说 纺 e jazoao op 纪 e idjoyv Scale 语 说 dizect py000z00 加 妨 e degyree of 
yepatioxsjip of 所 e tjyee Successibe NegS 各 加 Circle 01 疙 7ps (tjetr Tetracpozd5 
Dezzazg coom27O7) 

8 6. In the major scale minor triads are als0 found, namely on the 2-nd， 
3-rd and 6-th degrees_The minor Third imparts to these triads a Soft， Weake- 
ned_ character，henee they cannot command the importance possessed by the 
major triads. However， they farnish us with 8a beautiful contrast to the 1lat- 
ter，emphasizing their strength! Their mutual 8ffinity is the Same as thatof 
the major triads，as hey possess the Same proximity in the Circle of Fifths， 


10. 生生 己 三 三 三 | 


Of the degree of their relationship to the Imajor triads We Imay Say 让 
is the same as that existing between parallel Keys; for the chords 0 thbe 
1-st and 6-th degrees，the 5-h and 3-7d degree and the 4-th and 2-nd de- 
gree Tespectively are separated by a minor third. 


12 


了 6. 5 3 入. 2. 怕 
站 大 三 三 | 


The whole mass of major and minor triads may be grouped into three 
Sets of two triads each: 

a) The tonic groub viz: the triads on the 1-st and 6-th degrees. 

bj The dominant group viz: the triads on the 5-th and 3-rd degrees and 

c) The suodominant group viz: the triaqs on the tth and 2-nd degrees. 

$ 7. In marked contrast to the other triads stands the djiminished triad 
on the 7-th degree，because of its dissonant characeter。、 We shall return to 


this chord later 0n，having first entirely mastered the conmnection of the other 
Six triads. 


CHAPTEBRR HI. 


The Connection of the Triads of the major seale. 


S 8. In musie chords are either used in masses that is with manifold 
Fepetitions of one and the same interval- 一 as is the case in Compositions for 
orchestra and Pianoforte- 一 or they are set for several Single, distinct voices. 
nEOourvoiced-writing“ is the commonest and most normal form, as it denotes 
the four different htiman voices 一 namely: ooyaz0，41io，7exzoy and Bass，So， 
in our study of Harmony we shall keep to this disposition of the voices， 

The hijighest voice 一 Soprano 一 and the deepest voice 一 Bass 一 are called 
the two oxwter yotices 一 the two intermediate voices: Alto and Tenor' the two 
IIM67 02001068. 

$ 9.Turning now to the practical application ofthe above treated chords， 
we will begin with placing the fundamental tone in the Bass In the highest 
Voice any of the three tones of the chord， the fundamental tone, the Third 
OF the Fifth may be used. For the two inner voices we will use Tespecti- 
Yely the intervals of the triad nearest to the Soprano_The C major triad 
would thus appear 3S follows: 


三 三 
E 二 二 三 三 三 =| 


These three cases are called the 20siti028 of the chord. Accordqing to the 
interval of the triad which appears in the Sopran0，these positions are cal- 
led the fndamental position or position of the 0octave，the position of the 
Third，and the position of the Fifth， 

$ 10、From the above example we see that in each of the three posi- 
tions the fundamentaj tone is used twice，while the third and ffth 3ppear 
but once. Shall this always be the case? By no means! In a free leading of 
the voices the composer may double any tone of the chord at will For the 
present，however we cannot avail ourselves of this jiberty，since according 
to 8$ 9 一 we must place the inner voices as close as possible to the Upper 
Voice. Indeed, the doubling of the fundamental tone wili always be the most 
common，as it is most natural to the triad 和 。 


荆 


本 This is confrmed by the so called natural Scale，which exhibits but two Fifths and one 
Third against three fundamental tones。 


三 


8 


SS 


站 
| 


13 
.We have already mentioned (SS 6) the internal relationship of the 
记过 证 the Scale. Now， 让 is Still another and Purely external 
nection of these triads，growing out of the tones they have in common. 人 
triads ce, g and g，b, d for instance have the tone 用 in common， ni 
the triad 人 ae shares the tone c with the triad c， 6，g. In fact each 人 
has one or two tones in common with every other triad constructed on S es 
of the Same scale，except in the case Where the fundamentals are 二 
succeeding steps. So: the triad on C has no tone in common with the trjads 
on b. and d; the triad on d. none with the triads 0n and e，and S0 00n. 
The mnutual relationship of the triads with regard to their external con- 
nection is shown in the following table: 


To effect a connection of two triads at once correct and Satisfying to0 

the ear, 让 is nessSary to retain the common tone of the triads in the 
ame voice _ 
， Conscientious application of this rule imparts fuency, euphony and unity 
to the harmony; moreover 这 enables the pupil to avoid many grave errors， 
which，otherwise，he would of necessity comrmnit， Take for instance the triad 
on c in the octave position，and let US connect 也 Successively with other 
triads containing tones in common with it. Which positions of the new chords 
must we then choose? 0bviously those which enable us to retain thbe com- 
mon tone，oF tones in the same voice，Consequently the G major triad must 
appear in position of the third, FE major in the position of the fifth, A mino 
in position of the third and 了 minor again in position of the 玫 fth. 


13， 


The progression and position，therefore，of the three Upper Voices 直 
infuenced by the common tones，Meanwhile the Bass may progresS 0 
OF downward at liberty. Should we have to choose betweena Skip of a Sixt 
and one of 3 third，we prefer the latter #g)， 


*#) The major triads are indicated by Capital，minor triads by small letters, 


i i im ii i j i 1anations amG 
*##) Having a purely pFactical aim in this work，we shaii avoid minute explani | 
justmieltiotg o th dg rules. II were weli for the pup 让 to Search out 人 
Were、 the justifcation of the several rutes. For this purpose he should theroughly 1 3 了 
ear 0n the pian0. A tfue musical instinct will at once coayince him，that all these g 
Bated ip the demands of his 0wWD e3a7、 


IT 


站 攻 [RE] R 
三 人 站 天 绍 二 三 于 | 


Exampbles. 


= 轿 二 汪 生 汪汪 站 研 站 
外 生 二 二 三 全 二 三 三 王 


三 三 二 上 三 三 王 至 三 三 三 三 三 3 


和 


外 三 三 三 二 三 二 三 三 三 三 二 


工 RemarKk. In addition to these examples，which consist in Supplying the 
remaining three voices to a given bass, it is very beneficial to construct & 
table，which shall contain all the possible connections of al triads with one 
another，in every position，To this end the example (以 13) begun in this 
paragraph on C should be carried on further. The pupil must not be dishearte- 
ned，when he finds that at the very beginning of his study 120 chords mnust 
be written out in one key alone, In the frst place the labor is mereiy a 
Imechanical one，and in the Second place it is important that by thorough- 
going explanations of the rudiments we should dispel at the start the Su- 
Berstitious awe that prevails regarding the so-called ,Theory“ or ,Tho- 
Tough Bass“ 和 

开 ， Remark: In harmonizing a bass, care Should be taken not to lead the 
Voices too highi; therefore one must not choose too high a position of the 
tonic triad at the start. 


AN 


RN 


有 
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CHAPTBRR IE 


Connection of Triads，showing no external agreement， 


S 12. In the preceding chapter We Spoke of the beauty of harmonies 
connected by common tones. This absolute completeness in chord-connection， 
however. does not exclude the admissibility of certain connections，which， 
While perhaps less pleasing，satisfy us by Very Teason of their Sharpness 
or coarseness. This we can understand 计 we consider the aim of Mnusic， 
Which is, to picture the many various emotions of the Soul; and these can' 
not always be expressed by dulcet soothing means， For thisreason Harmony 
adqdmits also such chord-conpections、which show no outer Telationship 一 
though they may bear an inner relationship to one another， (8$ 5). 

S 13. Should we not，when connecting two chords not outwardly rela- 
ted chose again those positions, that permit a melodious，fuent leading of 
the voices? Should we not to avoid jumps，lead each voice into the nearest 
interval，a Second up or down? For instance 8as fofows: 


16， 


Before answering these questions，however，let us see，what different 
kinds of voice-maotions there are， 
We perceive the three following kinds: 


1) Parallel motionw (motus rectus), in which two voices progress in One 
and the same direction，that is，upwards or qownwards， 


r- 全 一 2 了 - 
和 三 三 三 三 三 | 
一 已 一 -一 一 一 一 一 人 一 -分 


2) OHidxwe Motioz (motus obliquus)，in which one voice remains stationary， 
while the other moves Onward: 


站 王 下 三 二 二 王 三 | 


3) Coxatyza?Vy Motioz (maotus contrariusj; 0ne voice progresses UpWards, the 
other downwards. 


二 


All these various motions are admissible in every succession 0f harmo- 
nies. Observe, however,， the so _ called Payalielisyms oceurring in the motus 
rectus; these are pTogressions，in which the two Yoices move not 0n]y in the 


16 


Same direction，but also in the Same intervaji for instance: when two voices 
progress Upward or downward in Seconds or Fourths. 


20. z2 二 28 清 
二 二 ES 多 


Some 0f these Parallelisms are indeed very etphonious and，therefore， 
like the other motions, entirely permjssible. Others, however，are to be avoi- 
ded partiy because they do not satisfy the mnusical ear and again，because 
they counteract thbe independent movement of the voices. Such forbidden pro- 
gressions 3re Payxallel 形 Hps ad Oc 如 ves. 


永 二 二 EEE 耻 三 


了 emaayt. To comprehend clearly the reason for prohibiting parajllel Fifths 
and Octaves, 让 must be borne in mind that we have to deal not with the 
massive harmonization of orchestra or piano0 composition，but with 4 sepa- 
rate independent voices，which do not permit of extensive doubling. Shoujld 
the question arise whether only parajlel octaves and ffths are forbidden， 
andq parailel dissonant intervals permitted，we may add, that for the pre- 
sent we are familiar onaly with tone-combinations，in whieh Such progres- 
sions do not 0ccur. Once for all，then， let 让 be Said that in Harmony pro- 
gressions of paraliel ffths and octaves are prohibited. 

Now only are we in a position to answer the duestion put at the be- 
ginning of this paragraph， 

Tf we wish to connect two triads having no external relationship，we 
can not lead all the voices a second upwards or downwards，8as paraliel 
ffths and octaves Would arise, 


N 


[3 
7 下 7 
广 砚 [2 2 | s 
上 过 一 沽 遇 cv_ | 帮 下 
) 1 
| 太一 一 /一 


PS 一 二 二 一 
DER 7 


To avoid this fault we must employ contrary motion，without，however'， 
proceeding in great Skips. 

The fault is by no Imeans corrected， 这 we Teplace the step of a second 
by a Skip of a seventh in the opposite direction (contrary imotion)，as in 
that case the ffths and octaves really remain. 


Moreover，we obtain a very unmelodious skip of a seventh in the Bass. 

So we will allow the Bass to retain its melodious step of a second, and， 
employinag contrary Inaotion，lead each of the other voices into the nearest 
interval of the following ehord. 


有 


nn 
NT 
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We have now learned，how to connect，within its own jlimits，all the 
consonant chotds of the major scale in all positions. Besides working out the 
following written exercises，We chouid advise the pupil to form at the piano 
al mannaers 0f chord-combinations in all the keys, in order to master them 
more thoroughly-. 


了 Xercises， 


到 三 E 三 三 三 三 三 二 三 三 三 三 三 三 三 三 三 丰 


C 玉 APTER IV. 


Derviations from rules go0vyerning t 轴 e connectioa of related 
triadgs. 


S 14. In the foregoing exercises we retained the common tone in the 
Same voice，when connecting two chords and thus obtained greater beauty 
and smoothness in harmonic progressions，We need _ observe this rule，ho- 
wever，only in so far as 过 does not hinder us in our true purpose: a free 
and independent leading of the voices. 

This aim we will seek gradually to attain by disregarding at times 
those Testraining rules，whose purpose it was at the start to fprtify ns 
against error. Bven at this stage we might occasionally do sS0.provided we 
thereby improve the voice-ljeading， Thus it has been said，for example，that 
the position of the upper voices Should not be too high. Now, if we see that 
this can be avoided by a deviation from the rule in question, we may make 
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such a deviation，observing，however the necessary precaution，We must 
bear in mind chiefly the foljlowing points: 

TD Two triads，however closely related internally and externally，imust 
never directly follow each other ip thbe same position，as parallel fifths and 
0ctaves must necesSarily 0ccuT. 


[ec E 
FREE 


3) In this case the Bass must progress in contrary motion to the upper 
parts,， So that no comncealed Fifths and (Octaves are formed. 

Besides the parallel or open Fifths and Octaves there exist als0 con- 
cealed ones， These occur，when two voices jump in parallel motion into a 
Fifth or Ooetave 


These hidden Brogressions，however，l0se their disagreable nature ifthe 
two chords p0ssess a common tone，which remains in the Same Voice，e，8&. 


But 计 this rule is not applied，the ceoncealed Fifths and 0ctaves sound 
extremely unpleasant， 


Directly we employ contrary motion，which excludes these hidden pro- 
gressions，the same chord-combinations sound pleasant. 


VonoerooopooerrormerrprorooporrnoooooTDIROTaaotcnomOORYEeorr 


AS 


TREE 


In the folowing examples therefore，deviations from the rule in question 
are admissible only，if contrary motion can be employed in the Bass. 

If the leading tone，the third of the Dominant triad， is in the Soprano 
voice，and the Dominant triad is followed by the tonic，the deviation is not 
permitted，as the tendency of the leading tone is to move "upward a half- 
tone into the tonic, Should we find it，however、 in one of the inner voices， 
we may lead it a third downward. 


not good good. good 
乙 - 
-你 三 二 
32. 如 -要 
Z 书 


The same holds good for the tonic triad，if succeeded by the sub-domi- 
nant triad， In this case the third of the tonic triad partakes of the nature 
of the leading tone，since these two chords have the same relationship as 
Dominant to Tonic 


383. 


Exercises. 


三 三 二 三 三 三 三 二 三 到 二 三 三 三 王 三 王 
旦 三 三 E 达 三 三 这 三 三 三 三 三 : 王 三 三 三; 


上 -一 - 
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CC 再 APT 了 BR YV. 


下 armonic Seqduences， 


8 15.A 五 armioxtc Segwece is 8 chord-progression in which 2 motive con- 
sisting of two or more chords is repeated a number of times, alwaySs on different 
steps of the Scale，thereby giving rise to motion downwarqs or Hpwards. 

In the rebetitions the same arrangerment of voices has to prevail as in 
the motive. 


386， 


| mi 上 瑟 | 三 王 ] 9 站 ml 三 ma 


2 [ 
全 了 


广 基 -一 2HZ 
F 作 一- 人 2 一 
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The motive may consist either of several positions of one and the same 
chord， or of different chordqs properly connected 

8 16. At the places marked NB，we find the diminished triad on the 
7-th degree，Because of the dissonant interval 让 contains (人 (the diminished 
ffth) it must not be used with as much liberty as the other triads of the 
Scale，We will，therefore，indulge in its use only with the greatest precat- 
tion,， Its use in the Sequence is justifed on the ground that the repetition 
of the motive and the carrying out of the Sequence demand it. 

$ 17. 也 may be stated with regard to the diminished triad, that its use 
is not absolutely restricted to the Sequence. 下 may appear，for instance， 
SuUpported between two related triads，in whiceh case the common tones must 
anquestionabljy be retained in the Same voices， 


光 Contrary to 旨 he Iule ia 8$ 1t， the Bass bere progresses Upward by 8 Sixth, instead of 
Gownward by a Third. This is permitted Whenever the carTrying ort 69f the mnotiye demands 和 泛 


了 NB. NB. 


人 人 才 ! ee 
二 三 二 三 二 三 三 二 3 到 三 帮 ES 
NB， 二 
三 二 三 三 三 王 三 


上 生生 三 三 生生 三 三 = | 
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1he Harmony of the minor Scale. 


8 18. The Harmony of the minor Scale is built up on the so-called ,por- 
2%072C 420M07 SCQ1e“” and COnsists of the same notes asits parallel major scale， 
with the exception that the 7-th step is raised by balf'a tone. This is done 
im order to establish a leadizg-toxe，which，as the pupil will perceive later， 
论 inpdispensablje to the cadQence 幸 ) Hence arises the characteristie interval of 


*#) At the bracketed places sequences 3re to be constructed as in the exatmples. 
3##) 也 8RCh composition is closed by a cadence， Which consjste of the Dominant triad aad the 
tonice. 而 e refer to it later on. 
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the minor Scale; namely the augmented second between the 6- 妇 and 
7-th steps， 


C-major scale. 


40。 和 


呆 


-2 
the parallel a-mjinor 局 | 
3 


本 三 在 二 三 大 三 


你 


The other minor Scale 一 called the elodic，has no significance in Har- 
IOny; for as its name jimplies, it is merely a melodie variation ofthe harmo- 
nic scale， made in order to avoid the dissonant step of the augmented second， 

8$ 19. 1f we construct triads on the steps of the minor-scale，we obtain 
only four consonant chords: two small or minor triads (on the tonic and 
0 and two great or iajor triads (on the dominant and the 
6-th step)， 


TI 了 IJ HIVTV VCVI 


本 | 


In the remaining triads we fnd dissonant intervals' 一 diminished or 
augmented Fifths. 


[HU II VV VIYVI 
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你 


Since，as we have remarked before，the real essence of harmony lies 
in chords that are euphonious，complete in themselves and consonant, there 
is no0 need of qemonstrating that the harmony of the minor-scale is not so 
rich in material as that of the major. 

8 30. In connecting the consonant triads in minor we will follow the ru- 
les laid down in the preceding chapter，Regarding the use in minor of the 
two5 diminished triads on the 2-nd and 7-th degree and the augmented triad 
(So-called，because of its augmented ffth) on the third degree, we mustfirst 
Iake SeVveral 0bservations. 

We know that a dissonant chord demands Support，which may consist 
either in 8 correct outward connection with its two nejghbouring triads，or 
in ijts internal relationship to them 一 as in the carrying 0ut of a motive (e. &: 
亡 & Sequence). 

Since，however,， harmonic seduences，which justify the use of the dimi- 
nished triad in major，are not quite practicable in minor because ofthe many 
dissonant chords，let us see, 让 diminished and augmented triads cannot be 
used otherwhere than in 3 sequence perhaps by invariably placing them 
between two consonant chords， 

1 了 jpe dixizaisjed 加 id om te 7 坑 degyxee is related to the triads on the 
2nd， 4-th and 5-th degrees; still 让 can be properly connected only with the 
Dominant triad，as the connection with the other two would call for a step 
上 an 人 second，wWhich sounds very unpleasant and is always to 

6 avoided， 


This triad then can be connected only with the Dominant triad，the two 
common tones being Kept iD the Same voices. 


This suecession of chords 一 过 must be observed 一 while being possible, is 
extremely rare 

]I. 妨 。 Cizpaizaisjed 1yicd ox 1e 23-7d degyree can be connected with the 
triads on the 4-th，5-th and 6-th degree，Avoid however: 

a) concealed Octaves and 人 了 

b) the step of the augmented second， 后 

The TD 记 in connecting the diminished with the domi- 
Dant triad，contrary Inotion is employed. 


JIL Ze ougoaexited triad (on the 3-rd degree) can without di 人 ieulty be 
connected the triads on the 1-st，5-th and 6-th degrees. This triad is 
but seldom used as a diatonic chord; as a chromatic or altered chord，ho- 
wever it is much applied 一 as we shall see later 0n， 


i he breceding paragiabh it was remarked， that the Step of the 
人 o 3 voidel at 31 times. For this reason 全 
leading-tone (人 (third of the dominant triad) is led upwards in joing 外 6 
triads on the 5-th and 6-th degrees. The triad on the 6-b 2 
appears with doubled third and an arrangement of the voices，Wnicn de- 
Viates from the geneTal rule. 


47。 
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When these two triads succeed each other in opposite order to thbe 
ab0ove，wWhich indeed seldom occurs，the third of the triad on the 6-th degree 
Inust be doubjed for the same Teason. 


BRBxercises. 


基于 和 
- | 


# 4 


尼 emtayE，The fgures and accidentals below the notes 训 thbese examples 
are the Signs of the so-called jiogxured Bass. These signs，which indicate the 
豆 armony，are placed above or below the Bass---notes，、Jn this connection 
observe the following rules: 

a) The triads in their fndamental form (others are unknown to us for 
the present) are designated by figures _ corresponding to their intervals: 


人 中 Except iD 8 few cases these fgures are not employed; so that 


- 归 


bass-notes without fgures below them signify the fandamental form of the 
triad. Single fgures as 3，5，8，refer to the position of the triad: 


说 EEEEEEEE 
上 EEEEEE 


b) Accidentals not occurring in the signature of the key，as well as na- 
turals must invariably be given in fgured 一 Bass. Note here, hat an acciden- 
tal unaccompanied by any figure always refters to the third of the echord. 
Should the accidental be meant for a difterent interval， the fgure designa- 
ting that interval must be placed to the right of the accidental. 

Accordingly the accidental referring to the third of the dominant triads 
in the above bass are unaccompanied by any figure: 


While the accidental reterring to the ffth of the augmented triad has the 
fgure 5 next to 让 : 


C 了 蔚 APT 了 BR VIL. 


0pen Position. 


8$ 22. A _ distribution of the voices，in which， Teckoning down 如 om the 
SopTrano，the Alto and Tenor have respectively the next Succeeding intervals， 
js caled ,czose Dosz 如 o25. 

In distinetion to this we have the ,opem 2o0stti020 训 which the inner 
Voices are Separated from the Soprano and 他 om each other by two inteT- 
Vals 0f the chord，gso that what was Tenor ip close position becomes Alto 
in 0pen，and the tone that served for Alto is transposed down an octave 
into the Tenor. So one and tbe same SgTrOUP of chordqs can be written in two 
different WayS. 


Close Position， 


族 二 全 租 圭 在 圭 组 雪 
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Open Position. 


中 
es 


| 

A melely mechanical transposition of the inner voices，however，makes 
记 evident that our leading of the voices is by no means free as yet; that， 
in other words，the inner voices are still subordinate to the Upper voice. 
While the voices are， in most cases，distributed to best advantage in either 
of these two positions 一 which we shall call woymaly positions 一 we call atten- 
tion to the fact that，the freer and more independent the movement of the 
Voices，the more beautiful the harmony， Each voice must be independent of 
the others, Neither close nor open positions must preponderate; they must 
alternate and even give way to stiil other 一 exceptional positions， 

eveises It will suffice，to work out the foregoing exercises in 0pen 
position， 


54。 


CHAPTER VIHIL 


The jnaversions of thbe Triad， 


$ 23， The fundarnental tone of a triad is not always in the Bass, it mray 
be substituted by the third or the fifth of the triad， 

A triad，which has not the fundamental tone for its Bass is called 记 - 
2exteb and the process by which the fundamental is transposed into one of 
the upper voices is catled ,Zaversionz“ of the triad. 

也 very triad has two inversions: 


The first inversion is called the chord 01 怒 e 怒 1r0 aod siz 刀 ， because the 
Upper Volces are distant respectively a third and a sixth 他 om the Bass. 
This chord is more briefty called the cjozrd 01 1 妈 e stz 寺 

The second inversion is called the cjord 0O1 the siz 志 ad joy 绩 . 
”Beside the external distincticon between the fundamental triad and its 
InVersi0ons，there exists an internal，or，we might Say，，SDtritaial difference， 
This latter is evinced by the different harmonic significance of these three 
forms of the triad，as well as by their different impressions on the human 
eaT. 

The triad in its fundamental form contains & perfect consonance 一 the 
pure Fifth 一 which lends to it the eliement of absolute Tepose an0d complete- 
ness in itself，This chord is perfect，an ,accord parfait“，8aS the French call 
让 .The inversions of the triad， however，contain no perfecet consonances; 
they lacK this element 0f repose and evince a tendency to progress。 了 For 
this reason thbe inversions of the triads are 一 as a rule 一 to be found in the 
middle of a _ composition，rarely at the commencement，and neveT at the end. 

The manipulation of the inversions of the triads will prescnt Some Gift 
fieulties to the student But these he will doubtless overecome with the aid 
of rules Serving that purpose. The rules， however，will be disclosed to him 
jater on，in the harmonization of given imelodies. 
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S8 24. Hitherto we have doubled only the fundamental tone in the fun- 
damental form of the triad, We remarked it will be remembered， that thbis 
刘 not only the most usual，but also the best course to_ pursue，aS the na- 
ture of the chord seems to demand 证 也 now，we distribute the upper voi- 
ces of the inversions in the same manner as in the fundamental position， 
we obtain the following aspects of the chord: 


Ohord of the third and ”Chord of the sixth and 


Sixth (sixh) fourth (six-four) 
Ci 亏 〖 CN 志 一 站 
2- 革 一 多 T 
56。 
一 z 一 之 袜 : 


In the echord of the sixth the third appears doubled; in the chord of the 
0 fifth，A doubling of the third, however，being unnatural and 
unsatisfactory to the musical ear， 让 is better to double the fundamental 
tone or the ffth in the chord of the sixth， This necessitates an exXceptional 


position of the voices: 


In elose positior In open position， 


| 


你 呈 你 
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The advisibility of doubling any one interval depends on the distribution 
of the voices in the preceding chord，or on the connection of the dhord of 
the sixth with the following chord. 


The doubling of the third in the chord of the sixth is by no means 
prohibited, 证 让 can be justifed by good voice-leading、 


NAN 

人 
N 
NAN 
》 

人 SN 
NANQX 
由 


二 EEEEEEEE 


召 emayj，RFrequently we meet with a whole series of chords of the sixth， 
Which follow scalewise one after the other. In such a case it is best to jead 
two Voices parallel to the Bass and the third in contrary motion to 让 . Thus 
we obtain an alternate doubling of fundamental，third and ffth If the Bass 
moves pwWward，we commence by doubling the Rifth; 这 downward, we double 
frst the fundamental. 


If the chord of the sixth of the dominant triad is followed by the tonic， 
the third of 吉 he former must never be doubled，as it is the leading tone. 


not good 


人 61， 


A doubled fifth sounds not at al unpleasant; So0 that the Close position 
of the upper voices of the six-four chord may be retained，The fundamen- 
tal is doubled only ip cases Where We wish to avoid concealed octaves， 
Which sound especially bad in the six-four chord. 


better better 


二 


8 25. The chord of the sixth will be discoursed at length later on; for 
the present We can Say that 这 abpears much more seldom hban the other 
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forms of the triad. It assumes great importance, however in &a certain har 
monic closing formula，calleG the ,Cadence“. 


再 XerTcises. 


Wote 7. The inversions of triads are fgured according to their names. 
the first 一 6; the Second 一 在 ， 

Not 了 77. The pupil 2 take the greatest pains to avoid forbidden 
progressions，3s only the most unpblagging attention SerVes eventuailly to 
eliminate them entirely For this purpose the position of the chords must 
frequentiy be changed. If for instance in the last tw0 bars of the 4-th eXer- 
cise the triad on G be placed in the position of the third and the voices 
led respectively into the nearest intervals of the following chords，we 0btain 
three Suecessive parallel ftths: 


30 


We avoid these faulty brogressions，however，by placing the triad on 
G in the position of the 8fth: 隐 


As regards concealed progressions，wWwe Would say tbat，while they are 
这 possible to be avoided，they are not absolutely forbidden，if the leading 
0f the voices demands them，The concealed octaves，for instance，which 
appear in the following seduence，are pretty well justifed by the repetition 
of the motive: 


(the 5- 仇 bar of the 3-rd exercise) 


ER 六 一 
FE 人 一 一: 区 关 一 全 所 二 过 人 二 一 二 一 
[全 玫 2 寺 2 | 
86. 一。 一 | 
三 


Much more to be condemned would be their appearance in the motive 
itself instead of in its repetition: 


In working these exercises the pupil will meet with numerous littile ob- 
stacles，which theory is not able to point out; but these will gradualy dis- 
appear，8aS the pupil strives to perfect his technic， 


C 了 APTEBR HI 


The Inyersions of the Diminished and Augmented Triads. 


， .SS 26. The frst inversion of the diminished triad is of great signifcance 
iD 了 armony，and is，unlike the inversions of other triads，even more in use 
tan its fundamental form. The reason for this is 如 at 妇 e chord of the sixth 
of the diminished triad is in reajlity a consonant chord，its Upper voices 
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ing respectively a third and a sixth with the Bass，The fundamental 
0 吧 人 triad 站 the other hand，contains a diminished fifth and there- 
fore belongs to the dissonant chords. The second inVersloB Sounds exceedingly 
harsh aud is therefore hardly ever used，except in three-part-wWriting- 
27. Im connecting the chord of the sixth of the diminished triad with 
other triads of the Key the following two cases should be distinguished: 
1 when it precedes the tonic triad. 
2) when 让 precedes another triad of the Scale ，， 
In the first case the fundamental tone of the triad is at the same time 
leading tone and must be led upward，for which reason 让 must not be 
doublet_ The best tone to double here would be the fifth, though 0ccasionally 


the third is doubled. 


As the leading tone mnust at al times resolve into the tonic， the 人 fth 
of the diminished triad must not move upward, when placed apove the fan- 
damental tone，since forbidden progressions would necesSarily arise. 


For this reason we must always avoid in the said chord of the sixth & 
position of voices，in which two ffths appear above the fundaimental tone: 


The connection of this chord with the tonic triad is very common， 


In the second of the above Imentioned cases，chiefly the fundamental 
tone 一 (as in al other chords of the sixth) is doubled，since 让 is no longer 
leading tone， 


72. 
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The use of the chord of the sixta of the diminished triad on the second 
degree (in minom is stibject to the general rules. 


6 


S$ 28. The inversions of the augmented triad on the 3-rd degree in Imi- 
nor present so many diffculties in their connection with other triads (even 
though related)，that for the present we must abstain from using themi; the 
more S0，aS We Shall return to this chord jater on，when we shail treat 放 
3a8 an incidental or passing harmony of the major scale. 


了 Xerceises， 


苍 6 人 和 6 
如 6 6 
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Wote' The signs oceurring in the last three _ exercises are applied 训 
accordance with the rales laid down in division b. of the note to 8$ 21. 


Second Section. 


Dissonant Harmonies， Chords of the Seventh and Chords of the 
Ninth. 


All chords consisting of four or fve tones are dissonant chords，as 
their fundamental tone forms a Seventh or aninth with the uppermost tone. 
These chords are not independent harmonies. but fnd their Support and 
justification in the chord that follows them, The leading of a dissonant into 
a consonant chord is called >resohution“. Bvery chord of the seventh must be 
resolVed into 3a triad. 


C 耳 APTBR X， 


The Dominant Chord. 


8 29. If we superimpose an additional third on each triad of the diato- 
nic Scale，we obtain 8& series of chordqs of the Seventh, 


Of al these echords of the seventh，the most important and frequently 
used is that on the 5-th degree, It is called the choyd of 怒 e qdomiaaxt-seyezztj 
of briefly，doomeizcoit cjorgi it resolves into the tonic triad. 

The resolution is effected in the following manner: the seventh IOoves 
(like all dissonances) one degree downward; that jg， into_ the third of the 
triad， The ffth progresses one degree UpwWard OoT qescends one degree into 
the thirdq or the fundamental tone of the triad; more frequentiy into the 
latter. The third (here leading tone) progresses one degree upward, into the 
tonic; and the fundamental tone leaps Upward 3a fourth or downward 8 
fifth into the fandamental tone of the triad. 


oo amd 里 E 二 让 
Triad 库 E 三 二 届 


The resolution of the Dominant chord produces an incomplete form of 
the triad， in which the ffth is wanting， This is seen in the following exXam- 
Ples. 
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三 Thirdposition | 聘 fth-position | | Seventh-position 1 
[一 到 一 Z 己 


77. 


In _ the Octave-position of the Dominant chord one interval must be 
omitted，as the doubling of the fundamental leaves but two voices for the 
Temaining three intervals (third，ffth and seventh). In most cases the fifth 
is dropped，its absence being least felt; on rare occasions the third is omitted. 


often Tare 


In these exXamples the fundamental tone in the Bass Was correctly re- 
SO0lved. So，the fundamental tone in the upper voice cannot be resolved in 
the same way，lest parallel octaves are formed.， 区 must therefore remain 
stationary 一 that is，resolve into the ffth of the triad. In this way the con- 
nection of the Dominant chord with the tonic triad becomes more empho- 
nious and Smooth，besides producing a complete triad, in which the ffth is 
not wanting，With the same purpose in view the fifth of the dominant 
chord in the positions of the third and ffth is omitted and the fundamen- 
tal tone doubled. 


The names of these inversions are qerived from the intervalsg formed 
between the bass and one of the chief tones (seventh or fandamental of the 
dominant chord. Thus: 

the first inversion js caled: cjoxd of 砚 e siz 寺 00 7 
the Second is called: czoxdg of 她 e jspiyz 寺 ad 怒 i7G 
tbe third  ， ， Cloyd o 如 e secozl. 

These inversions are resolved according to the rules set down in the 
last paragraph; with the one exception，that the fundamental tone，which 
lies in the Upper or in one of the middje voices，always remains stationary， 
S0 that the resolution resujlts in a perfect triad. 
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Chord of 二 be sixth and Sifth Chord of the fourth and third. 


3F- 作 < 2 后 |E 二 三 二 和 | 
EEEEE 王 王 | 


Chord of the second. 


三 于 二 三 生 | 王 二 二 


性 生 玫 三 三 | 王 三 王 三 三 王 | 


iti i i inant chord，whe- 

in addition be it remarked，that the ffth of the dominan 3 
ther 负 its fundamental form or in its inversions，1S usualy led ee 
only in cases Where 记 appears neceSSary， it is ied upwards, giving a trla 


with doubled third， 
志 书 | 忆 2 填 
忆 - 书 仿 2 一 -2 二 G 一 过 
刀 


i j i inant chord 
As a preliminary exercise the pupil should write the Dominan 
in ailits 0 测 all possible resoiutions，and in all KeyS; c1086 and 
wide positions are to be employed in turn， 


81. 


82. 


2-nd ERxercises， 


有 本 EEE 汪 | 


Wote The figuring of the Dominant chord and its inversions is done 
according to their Dames. The fundamental form is expressed by the 个 
gure 7; the_ chord of the sixth and ffth by 杀 the chord of the sixth and 
fourth by 一 3 the chord of the second by 2. 

In minor the necessary accidentals must appear; those relating to the 
third without an accompanying fgure 一 as before mentioned 一 and 芭 ose re- 
ferring to other intervals of the chord with the appropriate fgure. 


APPENDIX TO CHAPTER 


8 30 Here we wish to point out some exceptions to the rules gOVer- 
ning the resolution of the Dominant chord. 

a) The Dominant chord resolves into the chord of the Sixth, if the Bass 
leaps 3 third downward. In this case an exceptional resolution of the se- 
Yenth is imperative， 计 we would avoid some extrenlely unpleasant con- 
Cealed octaves. 


84. 


7 6 7 6 了 

b) The Dominant chord may also resolve into thbhe six -four chord of 

the triad, if the Bass remains stationary，Where there are two fundamen- 
tal tones，both of them must be retained in the same voice， 


纺 


C- 
3 
人 2 人 


忒 ”一 


CE 拒 一 5 拒 - 非 = 括 五 拒 三 托 2 拒 扑 - 村 
7 4 7 7 7 4 7 主 Ta Tae7T 4 7 
6 6 6 6 6 6 9 


汪 生 
6 6 

c) In the fundamental form of the Dominant echord the third Imay SOme= 
times progress two steps downward and the seventh one step Upward; but 
onjy in case these intervals jlie in the inner voices, The Alto is best adap- 
ted to such progressions. Contrary motion must be used to avoid concealed 
ffths and octaves， 

Do0t 80. 


绯 关于 垂 = 等 狼 
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d) In the third inversion the ffth 一 when lying in the Soprano0 or Te- 
nor voice 一 mmay leap a fourth upward，or 3a fifth downward. But faulty pro- 
gressions，0pen OF concealed，must be carefully avoided， 


-CDP 
人 
拷 多 2 砷 全 各 必 元 非 于 
87. 2 己 如 之 
| 
2 5 6 2 6 2 6 
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e) There are still several other deviations fom the rules，in resolving 
the first two inversions of the Dominant chordq; but they oecur IOore Tarely， 
As these have for their object a 他 ee jeading of the Voices，with which the 
pupil is not yet familiar，I will make but brief mention of them 83at this 
point，without recommendqing their employment. 


下 二 天 | 
和 


名 
S 31. We have already mentioned that onjy the fundamental tone of 


the Dominant chord may be doubled. It may be added though, that on rare 
0occasions the ffth is omitted and the fandamental tone doubled, also in the 


chord of the Sixth and ffth and of the Second， 


8S.。 


二 2 0 
FF 全 一 到 > - 记 一 三 已 

0。 | 了 

89 去 


中 1 吕 


BRXercises， 


90， 外 三 二 三 二 = 二 三 本 下 寺 着 三 


人 
让 
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6 站 芝 
甘 和 手下 攻 二 后 和 二 二 基 二 寺村 三 : E 寺 
人 。 


CHAPT 了 BR XI. 


ree Voice-Leading. 


8 32， We jiave learnt that the voices of a chord may appear in close 
or 0pen position; and that these two positions are the most normal and 
advantageous. But true harmonic beauty does not consist in arranging the 
Voices of a chord in this way or that; in consists rather iD the character 
and independence ot the voices themselves 一 that is，in voice-leading which 
not only is not dependent on these two positions，but，on the contrary，8gi- 
Ves Tise to either one of them by reason of its peculiar character. Hitherto， 
in all our examples，the movement of the middle voices was determined by 
the upper voice and thus no Opportunity for independence was offered， But 
8S So0on as it is no longer dominated by the Upper voice，each voice gains 
in signifieance，deriving，as it were，a distinct physiognomy- and character 
of jits own，which entirely determines the positions of the voices in a chord; 
80 that an arbitrary use of close Or wide positions is not practicablje， The 
alternate employment of these two positions will then be found necessSary， 
A free leading of the voices may als0 0occasion an exceptional or abnorm 引 jl 
position of the intervals of a chord，as for instance in the following triad 
0 C: 


normal position Casual position 


91, 区 和 刀 吉 
- 忒 本 


办 二 天 到 二 去 天生 EREEEEZ 朴 


It should be remembered，then，thbat free voice-leading is of such & na- 
ture as to bring about not only an alternate recurrence of the two normal 
positions，but also accidental，unsymmetrical positions of the intervals, 

S 33. To gain a clear idea of tbhe character of the several Voices，We 
must remember in the first place，that We have to deal with oxwter and ?27267 
Voices. 

The two oxter voices (Soprano and Bass) are of a Very mobile nature 
They might be likened to a curved line rising and falling in waves. Fifths 
and fourths are characteristic jumps in the Bass; though this voice is also 
Very partial to scale 一 like progressions by steps，mostly in contrary Imo- 
ion to the Soprano 

The Soprano best adapts itself to progression by steps，though jumps 
of fourths，fifths，sixths and ooctaves are by no means exXcluded. Such jumps， 
however，mnust never follow one another iD close succession. 

The jzyex voices are distinctiy averse to much motion; they are ftted 
by nature to retain the common tones of chords. Often they retain one and 
the same tone through two，three or more bars. The inner Voices are best 
kept at an altitude not too high and should not be too far apart from each 
other， Where the chord is not in close position，however，they must not 
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approach each other too closely. We must be peculiar to avoid a position 
of the voices， in Which the inner voices are close to the Bass， with the 
Soprano lying Very high. Theory can Supply but a very general insight into 
the nature of the voices. Jt is for the student 一 provided he is sufficiently 
talented 一 gradually to learn and appreciate by diligent appblication all the 
fner points and peculiarities of free-vyoice-leading 一 matters which cannot 
be laid down in formul]a. 
The following is an example of 人 free-voice-leading: 


8 
豆 cereises; Work the foregoing exercises, begjnning at chapter 义 ， empbljoying 


8a free leading of the voices， we 
Wote. In the exercises the pupil must not overstep the limits of the hu- 


man voices represented respectively by the parts， These limits are 3S fol- 


lows: Sopyaxno from d to g:， 4to: from the small 下 to the LTenor fom 


the small d to the 到 ; 了 Bass: from the great,g to the c. Only in cases of absolute 
necessity can these limits be sSurpassed, and then never by more tban one tone， 


Exercises， 


”国生 
国人 


CHAPTBRR XIL 
The chord of the Ninfth. 


8 34. In major，as well as in minor we fnd on the 5-th degree a five 一 
voiced chord: this is called te cjoxd of 怒 e Mt 志 ，because of the interval of 
a ninth formed by the lowest voice and the uppermost voice. 

This doubly - dissonant chord contains， in major，a major ninthb，and is 
therefore called the ‰%a7Ior cjoyrd or 1e 2751 夺 .Ia minor 过 contains a minor 
ninth 一 and is called the Mtox cjpoxzd or 1e Mi 本 .The chord of the ninth re- 
SO0lves into the tonic triad; the intervals already diseussed in the Dominant 
chord，are led as before; the ninth，however，progresses One degree down- 
ward 一 1ike the Seventh， 

In four-part-writing the HAptj is omitted. 


8 35. The chord of the ninth，being a strongly dissonant chord, must be 
2yepayed; that is，the ninth must be part of the breceding chord，and must 
be kept in the same voice. The triads of the 2-n0d, 4-tb and 6-th degrees may 
Serve as Such preparing chords， 


The tonic triad can 3a180 Serve 3S preparing chord, 计 直 appears in the 
Same position as in the resolution of the chord of the ninth. 

$ 36. Inversions of the choid of the nintb are not used， 

人 Wote. In fgured Bass this chord is designated by 9. 


区 三 二 三 二 二 二 二 三 三 王 三 二 
6 了 9 6 和 6 9 

计 ) 

2 江 号 -上 十 


要 9 
结 8 7 6 6 有 加 


*) The fgures 8 7 denote that in the Dominant triad the octave should be led into the se- 
Yenth，whereby the Dominant chord is formed 


CHAPTBR XII 


Chords of the minaor and diminished seventh， 


8 37. Next in importance to the Dominant chord is the chord of the Se- 
Yenth on the 7-th degree of the scale. In major it is called: the chord of the 
minor seventh，in minor: chord of the djiminiSshed Seventh. 


minor, 一 dinmin，sev， ch， 


As regards their resolution，these chords are treated asS chords of the 
ninth without fandamental tone. Consequently their fundamniental tone (the 
third of the chord of the ninth) is led one degree Upward 一 their third {titth 
of the chord of the ninth) one degree upward or downward 一 their ftth (tor- 
merly seventh) and seventh (formerly ninth) one degree downward， Should 
the third lie below the seventh，it cannot progress downwards，oF parallel 
FEifths woulid be formed. 


三 三 三 于 三 | 二 二 | 三 三 三 | 
二 | 


S$ 38. The invelisions 0f these two chords of the seventh bear the Same 
names as those of the Donminant chord. 


Chord of the 
Sixth and Fourth Fourth & Third Second 


2 一 序 二 作 信 二 一 
二 3 和 于 和 宅 三 本 


忆 人 局 一 5 

5 二 去 去 王爷 二 才 RE 2 
人 2 
6 台 


98. 


sa 3 6636 3 2 


The ftfth，(formerly seventh) 让 让 lies in one of the middle-voices，may 
exceptionally be resolved upwards，Pprovided no faulty progressions Testlt. 


100.| 
ES 起 EE 云 下 二 冯 
[ Ce 
5 2 2 妨 人 
6 6 


Such a deviation is decidedly advantageous in the resolution of the 
chord of the second，as the voices of the resulting six - four chord derive 
thereby 8& normal posjtion， 

S 39. The chord of the diminished seventh gains greatly by being pre- 
pared，though this is not absolutely necessary，8aS in the case 0f the mi- 
no Seventh-chord， 


下 co Ac 
Pi La 一 3 一 C -MA 


The tonic triad may be used as preparation for this Seventh-chord， 让 
it appears in the Same position in preparation and resolution， In the same 
way also the Dominant triad，8as 让 has two tones in common with this se- 
Venth chord. 


Note The horizontal lines in the fgured bass notation indicate that the 
intervals next to _ which they are placed，have to remain stationary，while 
in the Bass sound the next foljowing intervals of the chord in notation, For 
instance, in the first Dar of the first exercise，the lines next the figures 
8 indicate，that the intervals of the triad on G 一 which correspond to these 
figures 一 have to sound on during the following three notes of the Bass, thus 
giving rise to a chord of the Sixth and a chord of the 人 


OT SO0. 


The short line below the mote f sharp in the last bar of the third 
exercise indicate that the third of the triad (leading tone) must remain sta- 
tionary，while the octave progresses downward into thbe seventh， 


4 二 


105， 训 j 


从 Short oblique or vertical line to a figure denotes the repetition of 
that fgure， 


CHAPTER XIV 


The connection of dissonant Harmonies resolving into the 
tonie triad. 


8 40. The dissonant chords just treated，hneed not always zesolve dui- 
rectly into the triad. In some cases these chords are repeated once，or se- 
Veral times，before being resolved; or they are even led first into other 
dissonant chords. 

Following are 8 few such cases: 

a) The fundamental form of the Dominant chord is repeated several 寺 - 
Imes，Whereby complete chords must not be mingled with incomplete ones 
lacking the ffth. 


S 一 允 一 多 < 填 
2 CD 人 


Cs 
SNNAN 


| 
人 
Where the ffth is wanting，such a repetition of the chord is permitted 
Oniy on condition that the seventh is never led into the fundamental tone， 
exXcept when 让 appears in the Alto，and the chord is in close position 


| Bot good | 
人 人 六 本 人 
108.。 乳 人 
| 
到 | 
人 人 人 人 
加 了 了 了 了 了 了 
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ln free-voice-leading the Dominant chord may be repeated in the 
most diverse positions，provided the seventh is never led into the funda- 
mental. 


的 
5 写 2 2 | 
ZEe 一 2 一 五 2 一 一 2 
忆 
忆 十 已 父 

乞 
已 蕊 -二 一 心 一 仿 本 | 
其 


b) In connecting the inversions of the Dominant chord with one another 
and with the fondamental form，the Sevent 如 should， 认 possible, be retained 
jn the same Voice or at least in the same octave. JIn certain cases it may 
be led into another interval of the chord: but by no means into the funda- 
Inental. 


9 Rebetitions vuf the chord of the ninth -are rarei in minor they involve 
the exceedingly harsh step of the augmented second 一 他 om the 6-th to the 
7-th degree，Often，however，the chord of the ninth js folowed by the chord 
of the dominant-seventh，which chord-combination results from premature 
resohution of the ninth into the ffthn of tbe tonic triad (at the same time 
fundamental tone of the Dominant chord. 


本 [一 祁 一 - 马 一 -一 巧 
-Gz 全 -一 纪 一 二 引 


全 


FS 如 一 分 二 全 
人 三 三 夺 -人 
了 2 一 本 和 


工 红 。 


4 


7 ~ 7 一 


dj) The connection of various forms of the minor chord of the Seventh 
with one another is allowed only，if the Seventh remains in the Same 0ctave: 


一 一 一 一 红 

CEB 人 
| 2 一 0 

[1 Zr 

FA ee 一 访 L CD CDP- 可 
* 一 2 一 一 一 - 作 配 
1 2 1 1 3 各 了 

8 4 6 


II2. 


3 
6 季 


om in any case js not led into the fndamental tone 


二 二 医 二 二 


定 书 
113. 已 
性 < 0 书 
| 忆 心 一 书 
3 7 2 7 7 


When diverse forms of the diminished chord of the seventh follow one 
another， the step of the augmented second has to be avoided. 


Like the chord of the ninth，the chord of the Seventh on the 7- 茹 degree 
may precede the Domjnant chord，in which case the seventh (formerly ninth) 
descends one Step jinto the fundamental tone of the Dominant chord. 


e) The chords of the Seventh on the 5-th and 7-th degrees Imay 83ls0 
be connected with the Dominant tricd; the seventh must here resolve not 
into the fundamental tone，but into the ffth of the triad， 


116， 


Ags regards the chords of the seventh on the 7-th degree，they can be 
connected with the Dominant tricQd only in case the latter stands between 
the second and third inversions of the chord of the Seventh, and two voices 
remain stationary，while the Bass progresses in contrary motion to the third. 


多 对 锋 多 去 非 浪 会 光村 2 
三 一 训 | 


3 7 3 


了 XercisegS， 


1. 
6 人 和 季 


可 | 昌 


二 三 生 三 三 三 三 
本 6 6 7 9 6 


与 3 6 5 
汪汪 
全. 
车 生生 大 二 | 
3 2 作 2 3 此 
4 了 4 44 
嫩 1 6 


CHAPTERR XV 


Chords of sequence， 


8 41. If we repeat Several times，a motive consisting of the dominant 
chord and the tonic triad，and descend one step with each repetition，we 
obtain a Sequence made up of &a series of chords of the Seventh，each one 
of which 一 like the initial dominant chordq 一 fndqs its solution in a triad &a 
fourth higher or a ffth lower. Such chords of the seventh, occurring chiefty 
in Sequences，aTe termed choyxas oF segewezlCe 人 兴 ) 


和 3 下 本 二 二 二 二 有司 
1 你 ee 


etc， 


il9. 


#) They are also called auxiliary echords of the seventh. 
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Such Sequences may also consist of inversions of the chords 


人 -2 
2 2 2 人 
必 DZ 


120. 


S 
EN 
SA 
作 
从 
上 
N 
尼 


惑 
全 中 
东 
全 名 
六 
入 
局 
避 


To establish a smooth connection between these chords，we must See， 
that each triad have two tones in common with the following Seventh chord. 

This purpose we accomplish by leading the ffth of the seventh chord 
one step downward into the fundamental tone of the triad If we fail to do 
this，the Sequence loses much in beauty and continuity; and the frequent 
recurrence of 80 many acute dissonances Can no longer be justifed. There 
is also danger of extremely harsh concealed fifths 


121， 


One common tone suffices，where the seventh-chord is in its fundamen- 
tal form and lacks the 全 fth， 


一 人 ~ | 
-2 志 | 
| 2 人 和 区 光 
1922, 艺 
:一 之 2 访 | 
罗 2 一 马 忆 < 局 寺 万 2 


If the third of the seventh chord lies in an inner Voice， 让 can be led 
two steps downward; but only in contrary motion to the Bass. 


F--- = 多 碌 
于 


128 你 


AN 


[ 忆 一 z7 


Naturally this deviation can take place only，when chords are complete 
and iD the fundamental form， 
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8 42. However smoothly we lead the harmonic progressions in these 
seqttences，jumps are tnavoidabte. The bass， in the fundamental form of 
chords, proceeds by jumps of fourths and ffths; but these being characteristic 
in that voice，are by no means unpleasant， But in addition to this we find 


-aa beriodically recurring jump of a third in one of the Upper voices，Now， 


where SO many strongly dissonant chords follow in close Succession， 让 
should certainly be our aim sS0 completely to fase them together，that not 
a Single jump occurs， 

To accomplish this aim，we frequently permit the third of the seventh 
chord to remain stationary andq unresolved; the result being an unbroken 
chain of sequence chords，each of Which resolves into its SucceSSOT. 


人 人 
CD 一 人 人 
人 2 过 到 | 和 


124. 


Such aa sequence is but a modification of the original Sequence; and the 
law of resolution is by no means Violated，aSs each Seventh chord contains 
the tones of the triad erected on its fundamentail. This is illustrated in the 
following group of chords: 


三 三 三 三 三 三 三 三 三 主 | 
这 

S$ 43，Chords of sequence are not confined to the Sequence;i they may 
also appear otherwhere or in fagments of Sequences These fragments Can 
be introduced by any Seventh chord，we choose. We have to bear in mind， 


though，that the Seventh must at all times be prepared 一 that is, 让 must be 
contained in the same voice of the preceding chord 
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开 the third of a sequence chord in its fundamental form，lie in the up- 
per voice. it may again 一 being no leading tone 一 progress two steps down. 
Ward. 一 


This cannot occeur in the Seventh-chord on the first degree as its third 
js leading tone to the triad on the 4- 如 qegree. 


Less good good 


8 44， To become more familiar with the sequence chords，let us divide 
them into groups: 

a) There are two Sequence chords tbat consist of a major triad and a 
major seventh: these we find on the 1l-st and 4-th degrees of the Scale 


[IE 


Their major seventh renders them extremely harsh，for which reason 
they are used less frequently than the others. 

Db) There are three sequence chords consisting of a minor triad and a 
Seventh: they are found on the 2-nd，3-rd and 6-th degrees of the 
SCale. 


下 III VI 
xs 上 诸 隆 | | 
Being ]ess dissonant than the first group，they are used more often. 
Of special Signifcance is the Seventh chord on the 2-nd degree，a fact， 
which the student will comprehend later on For the present we will say 


that its importance arises out of the fact that it is resolved into the Domi- 
nant triadu，next to the tonie the most important chord of the scale. 


| 


c) The two forms of the chord of the seventh on the 7-thb degree must 
be clearly distinguished. As Iminor seventh chordq 让 Tesolyes into the tonice 
triad，as chord of sequence，however、 让 progresses into the triad on the 
3-rd degree. 


The minaor 一 得 天 冯 眶 汪 | < 2 非 8 季 丰 


132, 


Seyenth-chord 度 


The Sequenee 一 


中 
| 
必 
上 
全 
山 


138. 
Ohord on the 7-th degree 


五 wercises, The pupil should write out and Play all the existing chords 
of Sequence in the several major Keys. Not untii he has thoroughliy digested 
the rules governing the connection and resolution of sequence chords should 
he work the following exercisegs 


*) In this chordG of the sixth and ftfth the seventh cannot be prepafedi Since，HhOWevery 让 
has 8 tones 诅 common with the preceding chord， no prepharation is needed， indeed，the Succes- 
Sion of triad and chord of the Seyenth on the Same degree Ways Sotnds g00d, 计 the triad 
has the fnndamental doubled, 
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共计 于 2 区 三 三 生生 三 二 二 三 三 三 三 三 
7 2 6 2 6 6 本 2 有 二 
和. 
三 二 二 下 下 生 5 下 二 :二 = 让 三 三 三 三 
区 和 有 


必 
从 
个 冰 


CBAPTER XVL 


Chords of seduence in minor. 


S 45. A_ complete sequence in Iminor is not practicable，since mnot all 
chords of the seventh can be resolved into the required triad or chord of 
the 7-h，as we Shall soon see. Let us first inspecet separately the chords of 
the seventh built on the Several degrees of the minor Scale， 


| 二 一 
8 和 
II II IV 六 VI VII 
泛 区 金光 


I._ The chord of the seventh on the 1-st degree Cannot SerVe OUT puT- 
pose，because，in its resolution，the seventh Would progress downward by a 
tone and a haif which would be quite at variance with the real purpose of 
Tesolution， For, it is only by 9 Melodic progression of the dissonance qd0Wn- 
ward into a consonance,， that our musical Susceptibilities，disturbed by tpat 
dissonance，8aTre duitted. 

1 The chord of the seventh on the 2-nd degree Tesolves in the regular 
manner into the dominant triad，and is much used. 


137.。 


过 9 


Equally well can it be connected with the dominant chord. 


本 二 生生 苇 二 三 站 | 基 二 三 | 
上 让 EE 失 | 


-过 

记 人 

7 也 3 
6 各 4 


139. 


IU， The chord of the seventh on the 3-rd degree is a doubly dissonant 
chord，because it contains，besides the seventh，an augmented ftriad, It is 
nevertheless used, its augmented fifth being led，without exception，a half- 
tone Upwards. 


5 5 5 
好 好 衫 好 
Still, this chord and its inversions are but Tarely employed，as the pre- 
paration of the dissonances is generally fraught with much qi 从 culty， 


5 6 3 0 6 


1IV. The chord of the seventh on the 4-th degree is commoniy resolved 
into the chord of the diminished seventh，and not into the triad，in order， 
frstly，that the third should not make the steps 0f the augmented second， 
and that，secondly，when the third resolves downwards，the doubling of the 
fandamental (at the same time leading-tone) of the augmented triad should 
be &voided 


141. Resohution into the triad 一 Resol， into the Sev， chord. 
各 | 乒 


V. The chord of the seventh on the 6-th degree is likewise best reSol- 
ved into the seventh-chord and not into the triad of the 2-nd deglee， 


Resolution into the triad 一 人 Resol.， into the Sev， chord. 


同上 表 斤 弹 村 有 到 攻 有 话 轨 区 绚 | 
142. 2 下 六 

王 三 | 本 

6 全 昌 务 避 
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VI The chord of the seventh on the 7-th degree is not used in the 
character of sequelfice chord，as its resolution into the harmonies of the 
3-rd degree Dresents many difttculties. 一 

We learn from the aforesaid, that 3a complete sequence in minor is not 
practicable，We can construct merely fragments of such a seduence，consis- 
ting of the echords on the 6-bhb，2-nd and 5-th 一 OFr 0f the echordqs on the 4-th 
and 7-tb degrees. 


了 XenrcisesS. 


1 
二 二 三 三 三 三 三 三 三 三 三 于 三 三 三 三 三 


] 六] 
全 
CT SS 
1 


?反共 
号 


C 且 APTER XVI 


The Harmonization of 2 given mielod7. 


8 46， In the harmonization of a given melody the student is confronted 
by a new difftieulty, Not only must he see that 世 e harmonies are properly 
connected，but he must fnd the chords which shall best answer the demands 
and purpbose of the melody，We cannot see from the melody itself what are 
the chords appropriate to 认 for eyery tone of the melody may belong to 
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several different chords，not all of which would answer the appropriate har- 
monic purpose. The mere fact that one of the notes of a melody fits into & 
certain chord，does not justify our application of that chord，、Further，we 
must see that the chord demanded by the Imelody，be Such that 让 can be 
legitimately cdnaneeted with its neighboursi that the voice-leading be good; 
and finally， that at certain points of hbe melody there shall occur Special 
harmonic formulas，such aS Cadexces. 

We will now examine the circumstances，conditions and points of vieW 
that determine us in the choice of this or that chord. 

8 47. The proper use of the triads, in their fundamental form is aiready 
known to us .But the functions exercised by their inversions in the harmo- 
nization of given melodies (especially in the case of the six-four chord) we 
mast inspect more closely. 

a) The chord of the Sixth appears far Imore freduently than any other 
of the inversions; and its proper use is attended by no difficulties. 

We need merely strive to use t at points，where the Bass is in contrary 
motion，Where the Bass is at rest，this chord sounds feeble and jlifeless; 
especially 认 it be followed by the fundamental form of a triad on the Same 
了 Bass tone. 


b) The chord of the sixth and fourth can be effectively employed in but 
few cases， 

These are 88 follows: 

1) When-the Bass progresses through all the intervals of the triad 记 
succession，beginning with the fundamental tone，while the upper Voices Te- 
main stationarTy， 


加 让 
去 


2) When the six-four chord stands between two triads in itheir funda- 
mental form，with the Bass remaining stationary、. 


古 
时 | 于 二 三 | 三 大 二 | 
全 全 站 全 
{ 6 6 6 


This case may be modifed by allowing the Bass of the ehord following 
the six-four chord to progress one step Up-or downwards， special care being 
taken that the chord-connection be veIy smooth， 


In this case the six-four chord should oceur on the unaccented part of 


the IneasuTre. 
3) When the Bass pr08gTeSSeS stepwise into and from the chord of the 


sixth and fourth. The fourth is then the lipk between the Six-four chord and 
记 he ehords on either side of 让 Such a case occurs for example, 计 the chord 
stands between the fundamental fornm and the Sixth-chord of one and the 


Same triad， 


be connected with one of the neighboring 


This chord must 'in any CaS6e 
and into or 好 om its other neighbor the 


chords by means of its fourth; 
fourth must progress StepWise. 


4) When the six-tour chord occurs on the accented part of the measure， 
directly following its fundamental triad，and progressing into the triad & 
ffth above 训 )， 


必 | 一， 


2 村 看 基本 
| 


EC 
~ 一 


6 
生 


151. 


There are doubtiess still other opportunities for the use of the chord 
of the Sixth and fourth; but we cannot，in a theoretical treatise，enumerate 


each and every case 0ccurring in the pfactice of the art，the purpose of 


musical science being rather to contemplate and systematize the harmonic 
combinations in most general use. 


#) The six-four chord is here the resuit of suspensiols; 8ee Chapter XII $ ?73， 
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t is left to the talented pupil to follow the prormptings of his zusical 
instinet and occasionally overstep the theoretical jimits herein set Gowh， 
The less talented student，however，who is in need of definite andq concisely 
expressed theofetical prinaciples should work in stricet accordance With the 
rules，troublesome and unbending hbough they be. These rules have Sprung 
empirieally out of the musical promptings of man'Ss nature， 


S 48. Let us turn now to the dissonant harmonies. The Dominant chord 
can be used without restriction in al cases; if its seventh is prepared the 
chord sounds milder and imnore agreeablje，The resolution of the fundamen- 
tal form of the Dominant chord into the tonic triad constitutes the formuja 
called a Cadence. To this formula belongs the property of completely clo- 
Sing 0 信 a composition OF one of its parts 一 especialy 证 the triad appears 
in 0ctave position. For which reason this Succession of chords should be 
avoided in the Midadle of a piece of music. The ?vexsto28s of the Dominant 
chord，howevelr，have not this cadencing character and are thberefore better 
suited to the intermediate portions of 3 piece，where the element of moftion 
is uppermost and smooth，and ftuent voice-leading necesSary. 


The other chords of the seventh，as Well as the chord of the ninth, re- 
quire preparation of their dissonances; consequentily they can be employed 
only at points of the melody、wWbere such preparation is possible. The dimi- 
nished seventh-chord alone may enter Unprepared in the manner of the do- 
minant chord; but go0od voice-leading is important，Finally，any dissonant 
chord can be empljoyed，as long as 3 proper solution is possible， 


Dissonant chordqs Should not be used too lavishly; proper musical eco- 
nomy prohibits a superabundance of them, In triads lies true harmonic beau- 
t，In his ffee choice of chorqs the beginner should not strive after 
eXceptional，singular effect; for，while these are of inestimable value to the 
accomplished composer in expressing certain peculiar moods，a heaping up 
of Vague dissonances is not advantageous in 8 piece of writing，which has 
nO0 Such Special purpose，and in which absolute beauty is sought Tather 
than relative beauty 


SS 49， We must aiways commence with a& consonant chord in fundamen- 
tal form， At the close should appear the S0-Called prolonged codexce: eXcept 
in Cases Where the last notes of the melody exciude its use， 


The augmented Cadence Consists of four chords，of which the last two 
(Dominant-seventh and Tonic) constitute the cadence，properly speaking. 
The first two chords Imust be the tonic and the Subdominant， There are two 
sy prolonged cadence，depending on which of these two chords is pla- 
ced first. 


A. Cadences of the 1-st class are congstituted 3a8 follows. 


1) On an unaccented beat *) we fnd one of the chords belonging to the 
sub-doniinant gIOoup 一 that is，either the triad on the 4-th degree (in fanda- 
Imental form or as chord of the sixth) of the triad on the 2-nd degree 
(also in fundamental form or as chord of the sixth) or，finally，as 8 Spe- 
Cial exception to the rules of resolution 一 the chord of the seventh on the 
2-nd degree, in any one of its frst three forms. 


2) Then follows on an accented beat the chord of the Six-four of the 
tonie triad，which in turn is Succeeded by the cadence proper that is t 
S8y: 

3) on an unaccented beat the Dominant chord or the Dominant triad and 

4) on accented beat the tonic triad in its fundamental form. 


了 Examples of prolonged cadences of he first group follow: 


*#) TI Imust take for granted, that the iistinction between accented and unaccented Part of 
8 measuIe (AIsis and Thesis) is Known to the pupiL 


王 ee 
和 有 站 计 提 


B， Cadences of 地 e secomd gop are constituted as follows， 

1) On unaccented beat we find one of the chords belonging to the to- 
nic group, 一 that is to say，the triads on the l-st and 6-th degrees in funda- 
Imental form or as chord of the Sixth. 

2) followsg on accehted beat one of the chords of the sub-dominant group 
(triads on the 4-th or 2-nd degree or also，the chord of the Seventh on the 
2-nd degree) in fundamental form or frst inversion 

3) Dominant chord or Dominant triad iD fundamental form 

二 ) the tonic triad in fundamental form. 

Examples of Such cadences follow: 


人 上 县 时 毕 圩 于 
主人 让 


#) In three-divisioned time the chord of the six-four must take up the greater Part of the 


measuTe. 
#*) In mixed time the chordt of the six-four may 人 a1 on the second accented part of the 


了 068SUIe。 
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| | 
本 本 计生 天守 生 扫 下 


The case e, in which the chord of the sixth and ffth falls on the accen- 
ted beat is one of the commonest forms of thijs group of cadences， 

The cadence must be 2ex 大 co 区 that is，the last triad must appbear in the 
position of the octave or fifth; 认 thjs triad，however, is in the position of 
tbe thirG，the cadence is ?220ex7ect 

In minor the prolonged cadence is constructed as in major. 

8 50，We cannot sufiicientiy emphasize the importance of guarding from 
the very start against forbidden progressions of ffths and octaves. My pro- 
longed experience has taught me that no fault grows into aa habit more 
easily than negligence in this Tespect The ablest pupil will overiook a great 
number of opena or concealed fifths and octaves,， jif he work carelessljy，A 
closer exXamination of concealed progressiongs is here in place 站 )， 

0n the whole，such progressions Cannot be Set down 38S absolute faults: 
there are eVen Iany cases，wWhere they are Unavoidablje，e，g. in the res0- 
lution of certain dissonant chords: 


2 如 二 区 
下 二 才 忆 下 
Nevertheless，concealed progressions，where they are not justifed by 
Some higher harmonic law，serve to mar the purity of the writing，and are 
consequentiy to be avoided whereever possible 
Here some hints on this subject will perhaps be in place, dispelling any 
doubts of the student as to when and how deviations from the rules gover- 
ning concealed progressions can be madqe. 
A. Concealed octaves and fifths 让 the outer voices. 
They are often very disagreeablje and occur most frequently of all，be- 
cause of the extreme mobility of these voices. 
They should be avoided by all means: 


*) These progressions aI6 Called conceaged for the Teason, that they do not actually appear 
in the Yoices in question，but must be imagined. They are hidden in the Silent tones that fllout 
the interyal of the jump made by one 0 both voices， 


区 司 | 庆 人 
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一 一 一 -一 


TI_ when the upper Voice ProgTesSSeS by a jamp *) 


ITL_ when all the voices progress in parallel motion， 


D) C) 9) 
Le 
156. 公 _| 
下 


Goncealed octaves sound partieularly unpleasant, when the 0ctaVe appeaTS 
as doubled Fifth in the 四 chordq，or as doubled third in the Sixtp 一 
chord as in example IC OF ILd， 加 

TI Where the outer voices move in jumps in the same direction 一 eVen 
though the inner voices remain Stationary OF Br0greSS stepwise 一 concealed 
Fifths and Octaves are likewise to be avoided 


B) Concealed progressions in the inner VoiceSs 
Concealed octaves are here entirely out of the question，arising solely 
记 consequence of bad voice-leading 


*) Despite the jurmp in the upper voice， concealed pTogTressions SOund by no0 Imeans Unplea- 
Sant，wWhen they occur in the connection of a triad with the Dominant chord and 双 hen the se- 
Y nth is prepared in an inner voice. 


元 - 
呈 
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Concealed Fifths，however，are permitted，Drovided the voice 一 leading is 
natural. 


9. 


C) Concealed progressions between an inner and outer voice are disa- 
greeable，when the jump lies in an inner voice, 


160. 


in most remaining cases concealed progressiongs are SCarcely to be avVoi- 
ded (as eg. in the resotution of the Dominant chord); and 让 is really not 
at all neceSSaTy to avoid them， 

In closing this chapter we would again Temind the pupil that he must 
concentrate his attention on good voice-leading and rational chord progres- 
sions. Only such attention will enable him entirely to avoid forbidden open 
progressions and to conftine the use of concealed ffths and octaves to Casegs， 
where their occultrence js absolutely Unavoidabjle 守 )， 

本 The Bass must Dot progress by successive jumps in the Same 
jirection， 


Junmps of sevenths 一 except of Iminor sevenths 一 are entirely prohibited; 
where the bass jumps 3 minor seventh，the Upper voices Imust remain Sta- 
iOnary-. 


- 安 


作 


3 一 
与 一 
8 5 
The jump of an octave is permissible. 


BEXerceisesS. 


*) ITwW0 parallel ffths arIe peImitted，when the second is diminishedi but not vice Yersa。 


Third Section， 


牙 odulation. 


S$ 51. Harmonic combinations arenot always limited to one key; they may， 
in the course of a_ composition，leave the main key，passing into the domain 
of neighbouring keys more or less remote and fnally return to the origi- 
Dal key 

To pass frorna one key into another it is not sufficient merely to employ 
a number of chords not belonging to the main key 一 we must clearly esta- 
blish the new key; that is to say，we mnust insert & chord，that can belong 
Only to the key we wish to reach and which，forming the bridge between 
the two keys，clearly defines the new from the 014. 

Such a transition from the harmony 0f one key into that of another by 
means of a chord, which unmistakeably denotes transition, is called: Mocalatiom. 


和 生生 王 下 过 三 主 王 王 = 


CHAPT 了 BR XVIIL 


Directi Modulationm. 


SS 52 The quality of indicating &a certain key is possessed by all disso- 
nant chords resolving into the tonic triadq; also by the dominant triad，when 
followed by the tonic, The most important of all modulating chords is tbe 
Dominant chord; for，notwithstanding its resolution ipto the tonic triad，its 
VeIy outward form shows, that it can belong to but one key; which is not 
the case with other modulating chords The chord of the minor seventh, for 
instance，while belonging to the major key on the 7- 名 degree 0f which 让 
is erected, is also a member of the parallel minor key， on whose 2-nd degree 
过 stands， 

The Dominant chord，then，alwaySs belongji to but one Key， 

SS 53. Let us contemplate the modulations effected by means of this caord 

The simplest and most direct modulation would consist of but three 
chords; the tonic triad of the given key，tbe chord of the Dominant-seventh 
and its resolution into the tonie of the new Key. 


The following two rules of voice-leading should be observed in order to 
effect & Smooth connection of these three chords. 

J_ The Dominant-seventh chord must possess at least one tone 记 com- 
mon with the preceding chord，which tone must be retained in the Same voice、 


人 三 王 三 
He be 
天生 大 人 | 


Where the first triad has no tone in common with the following modu- 
lating chord，we must use an intermediate chord 一 a triad belonging either 
to the original key，the Key to be reached，or even 3 Key not too remotely 
removed 他 om the two in question This triad must be Well connected with 


the original triad. 


TEL The two different forms of a degree, that is to Say a tone and its 
chromatic alteration must remain in the Same voice， 


二 | 三- | 汪 王 i 三 三 | 


By not foulowing this rule we obtain a very unpleasant relation between 
two voices; namely，the cy05ss-ye1at07 


| 
0 ”四 和 
In the following modulations cross-relations appear. 
二 研 王 生 王 于 | 
168. 了 II 省 了 
本 二 二 三 大 ee 
柜 
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When the tone to be chromatically altered appears_doubled，the effect 
of the cross-rejation resulting is sufficiently moilifed by -observing the rule 
in one voicei 8& jump in the Bass is preferable to one in -an upper voice. 


good less good 


允 王 得 二 
| 


Ags the Dominant-seventh chord is the same in Iminor as in major，the 
modulation remains unchanged，whether leading to major or minor，Modu- 
lations starting from minor are more di 全 cult to effect because there are fe- 
wer jntermediate chords. Resource must frequently be had to triads of other 
keys; in modulating half a tone downwards Such 3a course is indeed inva- 


Tiably neceSSary 
天 村 | 
170，. 


ES 从 


169. 


8 54. From the above it will be seen that, in direct modulation， correct 
and fuent voiceleading is the chief consideration. Jumps are permissible 
only in the Bass，and then not always, Jumps of augmented intervals are 
unImelodic; it is best to substitute them by their inversions, that is, byjumps 
of qiminished intervals. A step of an augmented second would, for instance， 
have to be replaced by one of a diminished seventh. 


less good good 


Instead of an augmented sixth use rather a diminished third 
]e8SS g00d good 


三 王 全 汪 . 三 | 


| 一 林 一 
三 


Following,， are some examples of modulations from C to other KeyS， 
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CC 一- 1et 0 一 一 一 一 也 一 一 一 一 有 尽 jot 
要 廊 可 志 一 
诬 二 2 三 区 = | 


外 下: 三 二 = 二 ， 


人 二 we 0 一 一 一 一 G jl 0 一 一 G 
在 到 | 三 去 二 3 
上 二 三 三 等 二 区 和 受 区 鹃 硅 生 到 


外 
上 
局 
N 

忆 L 
N 

| 

NN 

划 


C 4 ja 0 一 一 4 -一 卫 2 

- 
于 二 于 王 二 生 三 三 三 
攻 jp 二 jw 站 


1-st Exerejise，Work out similar modulations 他 om and to all the diffe- 
rent major and minor keys. 

8 55, Modulations by means of other chords resolving into the tonic triad 
are Subjectb for the most part，to the same rules. 

a) The chord of the ninth occurs but rarely as a modulating chord, Since 
its use is always fraught with di 值 culty. 


b) Modulations by means of the chord of the minor .seventh are also 


not frequent， 
库 生 惰 刁 村: 
全 


c) The chord of the diminished seventh is，by reason of a certain per- 
二 which we will discuss later，one of the most potent factors in mo- 
Ulation. 


175。 


d) Modulation by means of the chord of the Sixth of the diminished triad 
on the 7-th degree 一 which chord is available for modulating purposes by 
reason of its leading tone--is connected with some difficulty; yet 让 is much 
employed，especially in going ovVver into neighboring keysS. 


The chords of the minor ninth and diminished seventh, while being found 
only in minor，are resolvable both into major and minor，which fact adapts 
them for purposes of moduljation. 


Jn order frmly to establish the new key and to round o 人 外 the entire mo- 
dulation，we employ 8 prolonged cadence 


*) In this modulation the chords have no common tonesi but the fact that al the Yoices 
proceed stepwise Su 们 ciently justifes their absence, 


Wote. Al accidentals not occeurring in the key must be noted in the fgu- 
red bass， Instead of 8& sharp we often fnd an oblique line through the fgure: 
4 和， 6，3，2; the augmented fourth is frequentiy expressSed by 4+. 


网 三 三 = = 了 
2 和 梧 


多 
和 


中 


由 还 


8 56. Frequently modulation is begun by 8 cadence of the 1-st claSS， 
This is the case，when the Six-four chord of the Key to be reached is also 3 


Imember of the given Key. 


274 五 Verctse: Work out modulations by means of the chord of the ninth， 
chord of the minor Seventh，chord of the diminished Seventh，chord of the 
Sixth of the diminished triad，and the Dominant triad. 

3-7d 五 Zeycyse，WorKk out various modulations，using every possible time- 
division，and ciosing 0 企 each modulation by & prolonged cadence. 


CHAPTEBR XIX， 


Transient Modulation. 


8 57. Besjides direet modulation，thelre is tbe indirect or transient Inodu- 
lation，which，instead of immediately introducing the desired Key， frst pas- 
Se8s through one oT Imore neighboring keys. 也 would be impossible to set 
down exact jimits for Such a degression; 记 general 过 may be said tat one 
Should choose,， 计 not exactly the hearestrlying keys，at least Such as 3Tre 
aot too far removed from the original key. 于 we deviate in a direction oppo- 
Site to the normal course 鸭 ，We must always return to this course with the 
View to bring the moduiation to its close. 


*#) By onormail course I mean the circle of ffths or modulations through paralel Keys. 
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It is forthermore impossible exactly to constitute how long we Temain 
in any neighboring key We toucn; this must be entirely jleft to tpe indivi- 
dual musical susceptibility of the student. 

The prolonged cadence should be introduced only after the last modu- 
lation; that 证 when the go0al has been reached. 

Following are Some examnples of bassing moduljations. 


C 避 -五 Sjay1 
后 生生 
二 和 全 二 二 二 二 让 三 > 三 三 | 
| > 庆 二 4 村 构 村 经 
C 了 9 C 五 jcot 


大 的 相册 9- 砂 十 


FS 1 二 大 2 
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8 58. Under this heading belongs also the transient modulation in fornm 
of a Sequence. 开 a modujating chord be found in the motive of a seduence， 
让 need not， ip the repetition of the motive，modulate in the same_direction; 
in this we must be g0verned by the degree of relationship between the chords 
to be connected. 


ITS4.。 

全 4 2 王 芭 
元 移 列 使 且 全 
EEE 2 一 2 世 be 2 站 Eee 到 | 


Here foljlow some modulations in form of Seqtence. 


有 


1 


JJ 4 二 有 J 0 


了 


三 王 王 基 二 三 二 -三 三 
一 三 于 


2 2 ce = c- 二 
| 
下 下 P 下 站 区 
| 


In the last example we do not definitively feel the modulation until the 
5-th bar，while in the preceding four bars the KeyS 83， FR，and d are barely 
indicated by means of 如 he chords of the seventh on the 2-nd degree and 
their resolution into the respeetive Dominant triads。 

8 59. There ae also sequences， in which eveIy chord constitutes a mo- 
dulation， They are such，in which Dominant seventh chords or other echords 
Tesolvying into the tonic succeed one ano0ther，aiways falling a fifth or ri- 


7?{ 


sing a fourth，as in a sequence withbin the limits of one key. In such a sd- 
quence，ea&ch chord resolves into a chord which itself demands resolution， 
and forms at the same time the resolution of its predecessor, 


了 we had five Yolices at our disposal，we could construct Such 8 Se- 
quence，consisting of a chain of chords of the ninth resolving into one ， 
another; in four 一 part writing this is not practicable，since the ninth must 
be resolved into the ffth of the following chord; now, in a four-voiced chord 
of the ninth it is just the ffth that is 0mitted，because no other interval 
can be dispensed with. 


- 汉 - 汉 了 拉 十 生 放 2 过 本 
2 一 旋 2 


pz 刀 轧 站 多 js 刺 罗 pz 入 人 


187。 


避 


Tue following example shows 8 Sequence composed purely of chords of 
the seventh on the 7-th degree. 


EE= 
人 
6 6 0 pp 6 56 
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Al these $equences can be appiied in transient zaoduilations 乡 )， 
矶 五 盏 1 4Hut -一 一 一 人 
上 


曲 
加 
计 间 | al 


二 二 三: 三 三 和 王 王 三 三 二 下 | 


五 zexcetse: Construct numerous modulating Sequences， 


CHAPTBR XXX 


开 arimnonization of given melodies with modulations. 


8 60. When, in a given melody，notes 0ccur with accidentals foreign to 
the Key，we infer that at such points the melody modulates into some other 
key， What key this shall be, is determineq by different circumstances. If we 
regard the note with the accidental as one of the intervals of the Dominant- 
Seventh chord or Some other moduating chord，we must，in choosing such 
8 chord，S$ee that the next note of the melody allows of its proper resolu- 
tiona、The choice of the chord is further conditioned by its distance from the 
main key. 

In mere musical fragments，sSuch as constitute the exercises of this text- 
book，modulations to remote keys Should be avoided. 

he trend of the melody itself also determines, in a Iaeasure, the choice 
0f the modulation， 了 for instance in a Imelody in C major we meet with 
8 CC Sharp， followed by d 一 into what key would 让 be best to modulate: The 
note c Sharp，coming，8&8 让 does，before d gives us the choice between tbhree 
different modulations: those into d major d minor and b minor. 


CC- 一 DC 一 (4 C 
ee 
二 三 3 生 民生 王 宇和 | 

三 三 王 二 三 三 三 三 三 三 三 三 三 | 


*#) To these should be added the chain of Dominant triads. 


么 多 和 E- bo j 肥 5 搞 疙 
190. 上 一 人 
攻 
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j : iad occurring 和 

nd of those keys lies nearest，the d Iminor tria 
the 0 major. Nevertheless，We 了 Day choose either of the ne 
Keys,，provided the further tendqeney of the melody justifies its applic ， 


1) 2 3) 
了 三 三 三 二 


ln the first case We Would have to modulate to d minor, in the second 
j d in the third to b minor， 
四 Ne the melody gives no hint as to the choice of 可 
tain key，we must follow the dictates of our musical instimet， In 人 1 
wing example the modulation to G is just aS pTOper 8S that 忆 ，gSeejing 
that both these keys are equaly far Temoved from the given Key. 


-一 一 一 4 CO 


| 
汪 主 三 三 生 三 


Sometimes a modulation is called for，although there is no Yisible indi- 


i f 让 ， 
全 4-th bar of the following melody，for example， the note d causeS 
us to feel that the modulation to e Iminor ig to be followed by one to G 


major. 


Finally，modulations may occur，where the melody does not really de- 
mand them. 


一 二 二 上 所 二 于 二 
稀 兰 于 
E 三 二 三 让 二 二 三 二 = 


i i i i i i t that 
*) At this poinat we encounter & 0dulationa to 8 minor， Which i8 peculiar for the fae 
the 站 of the Sevenath on the 2-nd degree Tesolvyes into the Dominant Seventh chor&. 
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也 xercises. 


1 
二 二 三 三 达 = 三 主 三 三 


9 友 hole notes in the melody by no zmeans demand corTespondingiy long mnotes 记 the oft 
Voices， The Quarter Dotes 0ccurring iD the above 了 iaelody indicate ba Te ER 人 生计 二 
would be appropriate in the first twWo bars，and that the prolonged hote in the Soprano is toe be 
Tegarded merely as a tone common to SeVeral chords. 
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6. 


和 王 = 三 和 = 三 三 三 
生生 3 王 二 三 二 三 三 三 三 三 三 三 三 三 三 = 
本 二 三 三 三 三 
三 三 三 = 三 
三 于 下 王 三- 二 王 三 三 三 三 三 王 三 三 | 


CHABPTER XXIL 


The enharmonie Droperties of the chord of the diminished 
Seyenth. 


$ 61. The diminished seventh chord consists of three minor thirds erected 
one on the other, In the inversions of the chord，we obtain in place of mi- 
nor thirds，their enharmonic equivalents 一 angmented seconds，If we now 
substitute these augmented seconds by the corresponding minor thirds, each 
jinyersion thus enharmonically changed gives us a new diminished seventh 
chord. 


a-mainor C-minor e 了 at-minor g fat-minor 


“性 E 本 


So that eveIy diminished seventh chord is the equivalent of three other 
diminished Seventh chords,Twelye keys， in all，are Known to us; conse- 
quenty we recognize but three diminished Seventh chords Qistizact 训 802720 


I 2. 3. 1 2 3. 下 2 3. 1 2 3. 


Bvery diminished seventh chord, thben，can，by enharmonically changing 
its intervals，be resolved into four duistinet triads. 


| 


闪 
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Regarding each tone of the diminished seventh chord in turn as its Se- 
venth，we can lead this chord into four different chords of the Dominant- 
SeVventh， 
7sjazp e at 


3 
二 肥 了 二 二 j 
| 


200. 


《4 


We will now endeavour to use this peculiarity of the diminished seventh 
chord for purposes of modulation， 


E 


上 
Na 
必 
人 | 
HL 
3 


LTE 了 


二 6 4f6 4 


多 


而 
中 

- 改 上 和- 
R__- 

旭 | 

上 人 

-由 - 

| 由- 

-| 攻 

| 
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至 zerceise。 Make modulations from different Keys employing in each case 
al four resolutions of the diminished seventna chord. 


CHAPT 百 R XI 


The 0rgan-point. 


8$ 62.、 When in course of a piece of music We have modulated So far 
他 om the main key that a mere prolonged cadence n0 longer suffices to 
impart to the main key its original Significance，We employ the So-called 
Orgao-potzat OF Pedal 沐 . 

This_ harmonic form is nothing more than a further tevelopiment of the 
ordinary cadence of the frst group. This cadence of the frst group gives 
the feeling of a close，consisting，a8 让 does，of te three most important 
chords of the key (tonie, sub-dominant and dominant) and hence exhansting 
the possibilities of the entire key. Yet 让 does not as We haVve Said, Suffice 
thoroughly to reinstate the main key, after numerous modulations into other 
Keys have taken place. To accomplish which we must prolong the last notegs 
of the Bass of the ordinary cadence and erect upon them diverse harmo- 
nies of the main key not found in the cadence，oT even harmonies belon- 
ging to directly neighboring keys， The cadence proper consists 8a8 before， 
of Dominant and Tonic，while its effect is greatly intensifted by these chords 
not in harmony with the Bass note 

An Organ-point，then，can be constructed 

1) on the Dominant 

2) on the Tonic， 

8$ 63. In the Organ-point on the Dominant there can 0Ccur besides har- 
monies of the main key，modulations into the Key of the ZDomttoaay 办 友 e .Do- 
Miizoslt of 本 e Domioiaont 一 equivalent to the Second degree and 0occurTring 
mostly in minor 一 -and the sb- Dominant The Organ-point on the Dominant， 
being merely a prolongation of the ordinary cadence，must be introduced 
by the chord of the six-four of the tonic triad and closed with the triad of 
the 5-th degree or the Dominant seventh chord， 


| 站 
je 天- 
天 
本 


三 | 


区 学 一 人 一 一 一 -一 


In minor the organ point occurs more farely. lt contains 3a greater DuUm- 
ber of modulations and very often closes with the major triad. The permis- 
sible mbdulations are determined by the same considerations in minor as 训 
major with the exception that the key of the Dominant is taken major and 
the key of the Sub-Dominant in Iminor. 


#) The Petalc of an organ is an arrangement for the TepIoduction of the deepest tones 
and conasist 0f a SoIt of manuai，which is BiayeG by the feet， 


As the Bass of an Organ-point remains stationary, there remain in four- 
part writing but three voices for the chords， The Tenor must not，however， 
assume the character of a Bass，but must retain the tranquil movement of 
an inner Voice， 

In triads the HHpijp is best omitted 

S$ 64. In the organ-point on the tonic we may modulate into the .Doomi- 
MaoMt (mostly in minor)，into the swBD-Doomaizarit OF jnto the 5UD- Doztil0?t oO 
友 e sx-Domi2amt that is to say into the key lying a whole tone below the 
Inain key. 


In minor the modulations remain the Same，except that the sub-Domi- 
nant is usually taken minor, 


| 


全 
和 一 erremaprraaarimeo Te 
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The organ-point on the Dominant is frequently followed by that of the 
tonic. 


Wote. The figuring of the chord-formations arising in the course of an 
organ-point is so complicated, that it is only in the rarest cases Undertaken 
at all. In the figured bass of old scores we frequently fnd but one 0OTgan- 
note，under whieh are written the Words ,tasto So010“. 

The organ-point on the tonic often ends 雇 the So-called Plagal o7 
Church-Close，which consists of the sub-dominant triad followed by the to- 


mic triad. 
攻 
生 天 二 了 


| 
207. 本 
| 1 1 j 


让 生生 三 


民 Reercises. Practise the construction of organ-points，especially 记 Iajor， 
Also write passing-modulations，closing them with organ-points on dominant 
and tonic. 
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S 65，Altnough the organ-point has its origin in the prolonged cadence， 
and hence USually occurs at the close of a compbosition, it is also found at 
the beginning or in the middle of a piece of music，In most atch cases， 
the organ-pboint is erected on the tonic，and is of short duration. 


隐 | 上 |] 
1 可 
大 和 要 导语 于 到 基于 淮 直 


The first and last chords of these organ-points must harmonize with the 
bass. 


8 66. The organ-point，or pedal belongs，as its name jimpjlies，properly 
to the bass-voice; yet We meet with a Similar harmonic formation in the 
upbper voices，hbnuilt up，as before，on one prolonged tone,， and called an or- 
gan-point. Here also there can occur in the other voices chords that are not 
in harmony with this tone 一 but only where ohe voice-leading is ftuent and 
stepwise，1he first and last chords must harmonize with the prolonged note. 


S$ 67. Finally，there is the organ-point erected on both tonic and domij- 
nant at once; this is much employed in pieces of & pastoral Character， 


We wish merely to make the pupil acquainted with the organ-pojnts 
shown in SS 66 and 67:; he should not attempt to make use of them in his 
exXercises，The former of these organ-points demands more experience and 
Skill in voice-leading than can be expected of a beginner，while the 1latter 
0ccurs only in 0peratic and Symphonic compositions， 


Second Part. 


Accidental harmonic forms. 


S$ 68. Beside the recoghnized harmonic combinations，there occur in mu- 
Sic tone-combinations which cannot be called chords，as they are not made 
up of tones Systematically erected one on the other，but accidentaly arise 
through the melodic motion of the voices，without，however，impairing the 
true chnaracter of the Harmony，. 

Such melodic deviations of the voices 在 om the intervals of 3a chordu 
arise, when certain tones belonging to the chord do not enter simultaneonsly 一 
as in the Case 0f SS2eM81008 and cotictpoaiops 一 0T When tones strange to the 
chord make thbeir entrance 一 Dassi9 and cza7297729 noteSs 


First Section. 
CHAPTERR XXXIII. 


SuSspensiomns， 


8 69，A suspension is the harmonic formation that arises，Wwhen not 
al 切 e voices of a chord enter Simultaneously; one OF more 0f the voices 
enter later (are Suspended)，causing dissonances，which find their resolution 
iD the chord itself 

Suspensions may be found in any of the four voices,， at points，where the 
Voice in question moves UpwWards or downwards by 8 step， We have，then， 

I,， Suspensiongs in 8 dQ0OwDwWard direction， 

II Suspensions in an upward direction， 

SS 70，The suspension downward appears Where the Voice progressegs 
down by a step; this step may be either a major or a minor Second， The 
suspension Imust be prepared and resolved.， By the preparation of a Suspen- 
sion We mean that the note forming the suspension must be contained in 
tbhe same voice of the preceding chord，The resolution of a suspension 
(since 让 jg a dissonance) consists in leading this note one step downwards. 

Consequently the suspension invariably falls on the accented beat, while 
its resolution occupies the beat relatively unaccented. 


22。 
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Ia three-divisioned time the resolution falls on the second unaccented 
beat，except in cases Where a new chord enters on this beat， 


| | 和 0 
三 三 = 避 2 “3 号 2 到 :站 王 | 


网 人 
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S$ 71. Should the tone， into which the suspension Would have to be re- 
solved. be already contained in one of the three Upper VoiceS, ?20 8?8S1e71810M 
CQM to8fe Wiace， The reason for this is that the musical ear tolerates the 
dissonance of a Suspension 0n1y when it resolves into a tone which the ear 
positively demands，and which is not yet present in the chord， This rule is 
not applied to the Bass，because the presence of the tone of resolution 
this voice does not hinder the resolution of the suspension. 


In rare cases such an exception may also take place in the Tenor. 人 A 
suspension in the upper voice of a chord of the sixth may，for instance，be 
resolved into a tone already contained in the tenor, if this tone Tepresents 
the doubling of the funqamental or of the ffth，and if farther，the voices 
in question are Separated by the interval of a ninth instead of & Second， 
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8 72 In the Bass itself suspensions 0ccur Inore Tarely，Ssince， in triads 
in fundamental form，and in chords of the Six-four, tpe Bass is nearly awayS 
doubled in one of the upper voices，rendering the observance of the above 
rule impossipbie. 
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Consequently suspensions in the Bass can oceur only in 如 ose Tare ca- 
ses，wWhere the Bass 一 note is not doubled. 


本 |EEE| 
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A suspension in the Bass sounds very g00d, 让 that voice has the tbird 
(7-th Step of the scale) of the chord， 


开 however，the voice-leading demands，that the third of such a chord 
be doubled，a suspension in the Bass is of course forbidden， 


A_ suspension in the Bass is frequently found in the fandamental form 
of the Dominant-Seventh chord as well as in its first two jinversions; in the 
chord of the second，however，the suspension 1ooses its dissonant character， 
as through the suspension itself the cbhord of the second becomes changed 
into the triad of the Dominant 将)， 


二 一 站 2 下 = 引 
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In 名 e other chordqs of the seventh- 一 with the exception of those on the 
2-nd and 7-th degrees 一 the suspension in the Bass sounds very harsh and is 
but seldom found， 

8$ 73， Suspensions can al180 0ccur in two or hree voices at once. 


219.。 


、 


_ j 一 > | 。 
逐 过 一 2- 十- 马 2 0 BE 
本 上 二 和 二 三 


ES 


EeeEEEEE 


#) The SSpension of the Seventh does not have the effect of & suspension 记 any7 case) 
eyen when occuITing in Some other voice， 


| 


The suspensions marked with crosses give Iise to the sort of Six-four 
chords of Which we spoke in 8 47 division 4. 

Suspensions in two voices at once are permissible on]y When the two 
Voices progress in parallel thirds or sixths, Parallel fourths, 这 Dot accompa- 
nied by a third voice in parallel motion，sound almost as disagreeable as 
parallel ffths. 
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8$ 74. Raulty progressions are not obviated by suspensions, 


Wote. Before proceeding to the solution of the following exercises, 8 few 
words_ concerning the fguring of suspensions, In the fandamental form of 
triads it is Suffcient to designate by figures the voice, in which the suspen- 
sion is contained，though 8 more minute designation would not be amiss， 
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In the inversions of triads and in chords of the Seventh both 如 e suspeI- 
sion and the chord itself must be clearly designated. 
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Suspensions in the Bass can be fgured in two different ways: 8) all the 
intervals that Tesult 位 om the suspension are indicated by fgures，while 
under the Bass note of the resolution a horizontal line js placed; bj) under 
the chord of resolution are written the figures properly indicating 让 while 
oblique lines are placed under the suspension. 


KEirst mode of 和 guring. 
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卫 XxXcercises， 
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S 75 2) The suspension in an upward direction is less natulzal. The eaT 
can， for the most part，tolerate a dissonance OnIyY when 让 progresses cot2t- 
2Qyds into a ConSonance，For this reason suspensions upwards 0ceur but seL- 
dom，and onDly in rare Cases tend to _ enhance the beauty of the PharimDOny， 
The suspension upwards is employed mostly at points where the leading-tone 
Imoves jinto the tonic 


229. 


下 
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The suspension upwards, in fact，sounds best when the voice progres- 
Ses 8& Ininor Second. 


4 一 7 1 
In the Bass this suspension is extremely rare, 0CCcurring only Where the 
Eass-tone is not doubled in an upper Voice. 


8 76. A _ combination of the two kinds of suspension in one and the Same 
chord，has at times 8& Very pleasant effect， 
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#) In these cases Deither of the two Suspensions could appear separately (seerule giveninS 71)， 
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了 Exercise 工 . 也 armonize the following melodies inserting many sulspensions 
which are in turn to be most concisely fgured. 
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三 = 
让 证 生生 二 二 二 三 二 二 三 玫 二天 
[二 二 = 车 让 下 二 二 二 二 3 二 生生 下 
本 二 三 三 三 三 三 三 三 二 天王 
生生 下 三 到 三 二 三 二 天 三 汪 E 三 三 生 
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E 三 三 三 | 这 下 三 三 二 三 二 三 二 三 三 * 三 三 
全 二 二 = 三 三 = 二 于 | 


8 77. There are several exceptions to the rule governing the prepara- 
tion and resolution of Suspensions: 


285. 司 二 二 必 征 王 蕊 = 
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jn case a) the preparation of the Suspension，while appearing in the 
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Same 0ctave， is effected by a different voice; at b) the prepbaration appearS、 


neither in the Same voice nor in the same octave; at c) there is no prepa- 
Tation at all]，as the Suspension constitutes the first chord of a piece of mnui- 
sic; at d) the Sttspension enters Seemingly without preparation 一 this is、ho- 
WwWever， not the case，as in the bar preceding the pause the tone forming the 
Sushension is contained in the Same voice and in the Same ooctave. 


The following exceptions may occur in the resolution of suspensions. 


1) Between suspension and Iesolution 0ne or Imore motes belonging to 
the chord 一 (aarnonic notes) are interposed. 


| b) 汪汪 


二 一 一 上 -一 电 直 人 
同 恒 磊 导 全 生生 半生 三 司 


ln example d) the susbpended tone，before being Tesolved, is repeated 
after the harmonic notes. 

2) The suspension Tesolves by a Skip into a tone，other than the 0ne 
demanded by rule: e.g. 


3) While the suspension resolves in the proper Way，the other voices 
combine to form 8 new chord. 


The student should bear in mind these exceptional forms of suspension， 
even using them in his exercises，wWhenever his fancy or mnusical instinct 
may prompt him to do 80， 

Special exercises for these Suspensions are Superfluous， 


CHAPTBR XXIV， 


Anticipation. 


8 78. By anticipation we mean 2 harmonic alteration of a chord，in 
which one or Inore of its voices adapt certain notes which really belong to 
the liooizg chord Anticeipation，then，is the opposite of suspension，whieh 
latter，however is far more important musically. 

An anticipation mnust never take up an extensive part of thbe measurei 
on the contrary，the true purpose of anticipation is the enlivening of the 
Trytbm by dividing up notes of long duration. 
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Anticipations occur either singly，as in the last example，or in chains 
one after the other. 


A Susbensiun and an anticipation can occur Simultaneously in one and 
the Same chord; in which case the anticipation must be of shorter duration 
than the Suspension. 
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， $ 79.， We have said that anticipation is the direct opposite of SUSpen- 
Sion; this must Dot， however， be taken literally，since anticipations can，for 
example，0ccur in Skips，as in the case of suspensions 


242. 


In anticipations our cboice is not limited to any certain note of the fol- 
lowing chord. 


243. 


In s0me cases we even employ note，which does not acetually occur 
in the following chord，but which Imight be considered part of 计 . 


8 80. Very similar to the anticipation is the so-called ,Cumbiata“，This 
is a note lying one step below the preceding note of the voice and progres- 
sing by 8a Skip downward into the nearest interval of the following chord. 
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8 81. There is a syncopated movement between Bass and Upper voicegs， 
Which gives rise in turn to a row of suspensions or anticipations，according 
to whether the Bass or the upper voices fall on the accented beats，. 


| 三 E 和 三 大 三 | 
| 


歼 weyctses In the exercises the Student should confne himself tc the anti- 
cipations mentioned in 8 78. 

The other ones，aS Well 3as the cambiata he will fnd opportunity to 
employ later on， 

RS harmonization of the following melodies anticipations are to be 
applied. 


二 = 三 王 一 二 = 二 三 


#) The note d can here be zegaided as the ninth of the folowing chord. 


CHAPTER XXV 


Passing-notes. 


8 82. Passing notes are notes not belonging to the chord which serve 
to fl out the intervals between two harmonic notes， According to the scaie， 
from which they are taken，we have. T qiatonztc，II cjoomatice passing-noteg. 


S 83，With diatonic passing-notes we fll out the intervals of the third “ 


and the fourth. in the third but one passing note can be inserted: in the 
fourth，two. 


As a rule passing notes are found only on unaccented beats. They can 
0OCccur in two or more Yoices at ance，moving either in parallel motion (in 
thbirdqs or Sixths)，or in contrary motion， Contrary motion is preferable, since 
parallel progressions are in opposition to the chief element of harmonic beau- 
好 一 namely an independqent treatment of the Voices, Nevertheless parallel 
progressiong of passin8g notes in thirds and sixths need not be entirely avoided， 
as, 于 used moderately，they produce ftuency and symmetry. 
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S 84. Although passing notes conduce to independent voice 一 leading, they 
Shoud not be used too copionsly, If for instance，we Were to 人 out-every 
Skip of a third or fourth with passing notes，we Imight easiiy fall into for- 
bidden progressions，while such an extensive splitting up of the rythmie 
beats would lend the Harmony a dry pedantic character. 

Such an immoderate use of passing notes is illustrated in the follo- 
win 名 bars. 


Case 3) Shows parallel octaves. At bj two seventh oceur in close soc- 
cession; which is extremely unpleasant especially in slow tempo. We shouhd 
see further，that no dissonance is formed by passing notes in contrary moO- 
ion，e.g. 


better 80: 


三 三 三 | 

At c) there are parallel ffths between Tenor and Bass; at d) likewise， 
At e) a Seventh is formed between Soprano and Bass: there are also paralj- 
lel fifths， At 1 a ninth is formed between Soprano and Tenor; between So- 
prano and Bass there are even two ninths in succession Finally，g) shows 
parallel octaveS. 


8 85. mm minor the melodic scale is ased，in order to avoid the step of 
the augmented second 位 om the 6-th to the 7-th degree. 


S 人 


$ 86. have said that passing notes alwWways fall on relatively unaccen- 
ted beats. To this，however，there are eXceptions，0f which the works of 
even the greatest composers show examples. This fact the student should 
merely bear in mind, reserving its appblication for more advanced exercises 地 )， 

Passing notes on accented beats occur in the folljowing example. 


#) The talented student may indeed induige at times in exceptions to the Tules，though he 
Shoulid not attach too much importance to such exCepftional cases， 


外 


外 


It shoud be remarked that 让 is by no means a fault, it one of two 
neighboring passing notes falls on 3 Telatively accented beat， 


于 二 二 


Wote. The fguring of passing notes is of no great importance, since the 
chord does not Suffer 8 real change in consequence 0f tbese notes. If they 
are to be fgured，however， not only the interval formed by the passing note， 
but also the entire chord must be indicated under the bass， 

The following example Shows the appropriate and correct application of 
passing notes. 


二 


了 eeyxceise. In the harmonization of the following Imnelodies passing notes 
are to be employed. 
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8 87. The interval of a major second is 多 led out by a chromatic pas- 
sing note. Nothing detracts 他 om simplicity and naturalnesS 3a8 Inuch 3s 
chromatic passing notes; consequently they are to be used in moderation， 
and with great Care， 


The orthography of the chromatic scale demands sharps in ascending 
and fats in descending The 6.th degree forms an exception， its sharp 一 让 
ascending 一 being written as the ftattened 7-th degree (3S at diin like manner 
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the fattened 5-th degree 一 in descending 一 is written as the sharp of the 4-th 
degree (as at c) 

SS 88 Im order to avoid disagreeable tone-cambinations we shotuid takg6 
care not to empioy simultaneously in different voices of a chord a tone with 
one of jits chromatic alterations，especially where that tone forms the third 
or the ffth of the chord. 


In iike manner 8 chromatic passing note should not be used in the Bass， 
when the Bass tone is doubled in an upper voice. 


not go0o0d 


good good good not good 


8 89. Chromatic passing notes Tarely occur in two voices at oncei these 
also_ are most disagreeable, when presenting8 one and the same degree 训 
its two chromatic aiterations， 


aj go004 四) good c) not go0od d) not good 


下 二 和 二 三 生生 
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At c) and d) we should at least Write the passing notes in different form， 
though according to 8 87 they are correct as 弛 ey are， 
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In organ points chromatic pzssing notes in three voices produce a ToW 
of parallel chords of the sixthb. 


notes， 


262. 


羽 zexcise. Harmonize the following melodies, employin8 diatonie and chro0- 
Imatic (especially the latter) passing notes， 


生生、 二 :3 革 二 二 三 = 三 = 


i j i is the same 8s that ofthe parailel ma 
#) 了 The orthography of the chromatic SCale in minor jg t 
jor 二 the fs degree forms an exception， being Sharpenedt iD ascending， 


本 二 三 二 二 二 二 二 二 = 二 二 世 二 三 
三 二 三 三 三 三 王 王 二 三 三 三 三 | 


CHAPTER XXVI 
Chords of the augmented ffth . 


S$ 90. In consequence of the frequent recurrence of chromatic passing 
notes in certain Cases，SeVeral Such combinations of passing notes and har- 
Imonic notes have become steriotyped，and are looked upon as actual chords, 

The following chords can be regarded as combinations of this Sort. 

TI The augmented triad， 

全 人 chord with augmented ffth. 
e chord of the seventh with the augmented fifth and maij 
IV， The ehords of the augmented sixth. 和 人 

9 站 we Shall disecuss 0nl1y the first thbree. 

, 工 The augmented triad is derived from the major triad by raisi 
2 人 the latter a half-tone, In major we can RS 1 和 
Stlch chords: 


The augmented ffth，being here originally a chromatic passin te 
Inust in the resolution of the chord progress half a tone AS 0 


dingly the augmented triad on the tonic can resoljve only into the triads of _ 


the 4th，2-nd and 6-th degrees 


The augmented triad on the Dominant must b i 
of the tonic，the third or the 6-th degree. 
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The augmented ftriad on the sub-dominant resolves into the tri 
ads of 
tbe 2-nd and 5-th degrees，and very Tarely into hat of the 7- 赴 degree. 


和 
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lt can，however，also Tesolve into the first and third inversions of the 
Dominant-Seventh chord，besides certain forms of the chord of the Ininor 
Seventh: 


| | 
提 厅 6 


It goes without saying, that the fifth of the augmented triad can neVer 
be doubled._ Im most cases this triad is regarded as the Dominant of the 
following triad; accordingly the augmented triad on the tonic is _ usually 
found before the sub-dominant, that of the dominant before the tonic the 
augmented triad on the sub-dominant modulates into the key lying 8 Whole 


tone below 让 
改过 天皇 芭 生生 芭 于 | 
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8 92. The augmented triad must be prepared, It can be employed either 
as passing chord， in which case it is prepared by the original form of the 
triad, 一 or as a chord in itself 训 which case it is prepared by a chord 
0 smoothly with it 一 frequently by the same chord into Which it 论 
TeSolVed . 


The inversions of the augmented triad 0occur jless 他 equently than the 
fundamental form; they appear Imostly 3aS passing - Chords，Wwith doubled 
fundamental or third. 
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S$ 93.0f 如 e two major triads in minor only the one of the 6-th degree 
is used with augmented ffth; it is subjeet to the general rules. 
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The augmented triad on the Dominant in Iminor is incapable of reso- 
lution. 
The diatonie augmented triad of the minor scale has been mentioned in 
an earlier chapter， 
S$ 94. The augmented triad， if regarded as dominant，serves for purpo- 
Ses of modulation. 
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$ 95. Since tbe augmented triad consists of two major thirds erected 
one on the other，each triad is (as in the case of the diminished Seventh 
chord) the enharmonic equivalent of two other augmented triads，so that 
jits inversions can，by enharmonic alteration of the intervals, be transformed 
into the fandamental form of some other augmented triad, In the same ma- 
tner， the fundamental form of an augmented triad can be transformed into 
either one of the two inversions of two other augmented triads. 


放生 全 作 E 全 全- 全 
七 4 4 4 
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This feature of the augmented triad is also useful in modulation If we 
Tegard each of its intervals in turn as the leading tone of the following Do- 
minant-Seventh chord，we are enabled to make three different modulations 


一 一 一 一 一 忆 (一 一 一 一 一 一 csjayy 
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Following are similar modulations with prolonged cadence added 


2 6 了 名 6 
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00eyctses，Practice the preparation and Tesolution of augmented triads 
in al keys，and work out modulations by means of the enharmonic proper- 
ties of these triads. 

$ 96. IThe chord of the Dominant-Seventh with the augmented ffth 
is used only in major，and is 呈 时 to general rules; its ffth， being a chro- 
Imatically altered interval， must be led a hajf-tone upwards. The prepara- 
tion of this chord is effected by means of the triad on the 2-nd degree #). 

Other chords of the key cannot be used ip this capacity，as difficulties 
would arise in the voice-leading. 


For the Sake of euphony we Should choose 3a position of this chord 记 
Which the augmented fitfth lies cpove the seventh and forms with the latter 
interval an augmented Six 雪 ，The inaverse relation of these two tones，the 
diminished third， is to be avoided. For which reason the second inversion 
of thbe Dominant-Seventh chord with altered ffth is not in use. 


#)] The augmented triad can 8lso Serye this purp0se. 
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not in use， 
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S$ 97. II The chord of the seventh with augmented ffth and Imajor se- 
Yenth is found on the 1-st and 4th degrees, in major，and on the 6-th de- 
gree in minor. The one on the 1-st degree is most used. It is generally pre- 
pared by the tonice triad，sometimes also by the triads of the 3-rd and 5-th 
degrees, 让 is resolved into the sub-dominant triad，the altered ffth being 
led upwards. 


oftener. 


Note, The chord of the seventh with augmented ffthb, on the 3-rd degree 
记 mminor，has been treated in an earlier chapter. 

The chord of the seventh with altered 人 fth on the 4-th degree in ma- 
jor，and that on the 6-th degTee in minor oceur but rarely，as thbeir resolu- 
tion is into the diminished triad. Their preparation can be effected SOlely by 
means of the triad of the 4-th degree in major and tbat of the 6- 也 degiee 


in minor. 
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Sometimes hbey Tesolve downwards by a pwye jpj instead of by a ti- 
Iminished ffth and therefore modulate，from major， into the key lying a ma- 
jor second below the original key，from minor into the key jying a minor 
Second &bove. 
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条 志 芝 三 三 三 了 三 三 三 


*#] The Seventh-chord with altered 8fthb，on the l-st Quegree is here PTepared by be auge 
Iented triad of the same degTree, 


下 二 三 3 三 三 汪 王 三 古 三 三 三 三 三 三 三 三 三 
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CHAPTIT 卫 R XXVIL 
Chords of the augmented Sixth. 


$ 98. 1IV. These are nothing more than the inversions of certain chords 
Tesolving into the tonic triad，and having the 2-nd degree of the scale chro- 
matically lowered. 

工 hey are: 


8 The augmented chord of the sixth (originally the first 误 
inVersion of the diminished triad)， 


b) The augmented chord of the fourth and third (origi-E 
nally the second inversion of the Dominant-seventh chord). | 


c) The augmented chord of the sixth and ffth (originally 区 
the first inversion of the diminished seventh Chord). 

8 99. a) The augrmented chord of the sixth resolves into the tonic triad. 
卫 ig prepared either by its original form or by the tonic triad appearing 
记 the Same position as in the resolution; the triads of the 4-th and 2-nd 
degrees (the latter with third douhbled) can also serve， 
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In this chord no interval except the fifth (which forms the third with 
the Bass) can be doubled. 

8$ 100. b) The angmented chord of the fourth and third is likewise re- 
s0lved into the tonic ftriad,being prepared by the same chordqs，3S the aug- 
mented chord of the sixth; here the fifth of the triad on the 2-nd degree Imay 
also be doubled. 


$ 101. e) im the resolution of the augmented chord of the sixth and 
ffth into the tonic triad parallel ffths arise. 


These we can avoid in the following two WayS: 

A) The seventh (which forms the fifth with the Bass) Undergoes a pre- 
ljiminary resolution into the fundamental of the Dominant-Seventh chord 一 
as Was the Case in certain other Tesolutions 一 giving rise to the augmented 
chord of the fourth and third 


B) Two voices (the seventh and the ffth) are SuUspended，forming & 


chord of the sixth and fourth. 
过 一 ] 
< 


6 一 和 3 bb5 p6 
6 5 有 8 3 
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The augmented chord of the sixth and ffth is used either as passing 
chord or as an actual chordi in the former case it is prepared by its ori- 
ginal form，in the latter by the sub-dominant triad *). 


*) It Cannot 允 ell be prepared by the triad of 切 e 2-nd degree， 388 parailel ffths must ne- 
ceSsSariiy occur。 


下 王 二 性 二 到 二 二 二 王 三 生 | 
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b5 4- 5 

8 102. Modulations by means of the three chords just treated are per- 
missible only， 诈 these chords are most carefully prepared and then only, 放 
the key to be reached is not too distant， 
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S 103. These three chords nearly always Tesolve into major triads, since 
their resolution into minor (which occeurs at rare intervals) does not fully 
satisfy the musical ear. This is probably the reason Why some theorists 
insist upon their resolution not into the tonic but into the qominant triad 
and regard them as being erected not on the altered 2-nd degree，but on 
the altered 6-t 如 degree，in major，and on the natural 6-th degree，in minor, 
According to this view we Would have to consider the chords in the above 
examples appearing in C-major as being in FR-major or R-minor，as the case 
demands This woujid, however, be decidedly fallacious. A chord of the augmen- 
ted sixth on the 6-th degree is nothing else thban 8 modulatory degression 
into the key of the Dominant; this degression is indeed so unnoticeable, that 
without the help of a prolonged cadence we scarcely get the impression of 
a modulation. As soon as theresolution of this chord into the dominant triad 
is amplified by the insertion of a prolonged cadence，the ear feels the mo- 
dulating force of the chord 


Modulatory degression 一 Complete modulation. 
| 


网 
| 本 下 下 本 二 到 | 


S 104. There is still a fourth chord of the augmented Sixth，which is 
全 equently applied in cadences of the frst class. This chord is found not on 
the2-nd degree, but on the chromaticaly lowered 6-th degreei itis an augmen- 
ted chord of the fourth and third with doubly augmented fourth. Ilis de- 
rived from the second inversion of the chord of the seventh on the 2-nd degree 
breceding the tonice six-four chord (zide; the cadence of the first class) 一 也 
consequence of chromatic bassing notes in three voices ”)， 


#)》 This chord is often confused 交 ith its elnharmonic equivalent，the chord of the Sixth 
and ffth 


站 和 


3 3 竺 3 盘 
6 6 # 6 4 6 4 1 6 
风 6 总 


8 105. The augmented chord of fthe sixth 

。 t and ffth is 二 i 

站 人 chord of the ns 本 
y In question; also of the chord tf j = 

T3graph，which belongs to the Key of thbe Re ee 


引导 
二 一生 
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The following modulation ff | in ji | 
人 ee n from C to B presents this chord in its diffe- 


$ 106. The Dominant-Seventh echord, the chord of the dimini 

and the doubly augmented chord of the fourth and third on 林 ee 
Can 0ccur in still other forms; the former two，for instance，with lowered 
Second degree，These chords occur but rarely. The leading-tone must alwWays 
lie above the altered interval，so that instead of a diminished third 4 
augmented Sixth is formed; or，the intervals of the diminished third maust 
be transSplanted into different octaves forming a diminished Tenth The Same 
applies to the inversions of he augmented chord of the fourth and third 
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五 zexcise. Practise 雪 e preparation and resolution of the chords of the 


augmented sixth，and then proceed jiz8 寻 j 
站 proceed to the harmonization of the following 


由 国友 三 三 三 于 二 二 王 三 王 三 三 
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CHAPTER XXXVIII. 


Changiang-anao0oties. 


$ 107,， Changing notes fall on relatively unaccented beats，similarly to 
Passing notes,，from which however they differ in that they appear between 
two identical harmonic notes. Every note of the chord has two changing- 
notes，one above and the other below. 


二 
F 基 一 基 枯 了 十 一 一 二 过 
0 


A changing-note that is separated 他 om its harmonic-note by a major 
Second，may be moved closer to the harmonic note by means of an acci- 
dental. This is usualy the case with the lower changing-notes; the Upper 
changing-notes remain diatonic. 


297. 


Changing-notes occurring in two voices at the same time can move 
either in parallel or in contrary motion，Parallel changing-notes，while ha- 
ving an agreeabje effect，are used less frequently than those in contrary 
Imotion; the latter，though by no means alWways consOnating，are extensively 
used，and, 这 the dissonances they form are not too harsh，contribute in & 
great measure to the beauty of the harmony， 


112 

Note_The figuring of changing-notes is similar to hat of Passing-notes 
(vide: note of 8$ 86). 

S 108. By means of passing-notes and changing-notes We 3aTe efiabled， 
while leaving the skeleton inviolate, to divide up the harmony into 位 ag- 
ments more or less minute， thus lending the whole melodic and Trythrmical 
variety.A copious use of passing 一 and changing-notes in a piece constitutes 
MlClO001C Iowati02，6. g: 
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Note. Where ecTosses appear，pbassing 一 and changing-notes 0oceur Simulta- 
neouUS1y， 

五 zexcise. In the harmonization of the following melodies Seek appropria- 
tely to employ passing 一 and changing notes. 
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之 过 三 三 二 三 二 | 


S 109 Im practice changing-notes occur deviating 人 from the general rules， 
as follows: 
a) changing-notes entering by 3a Skip， 


These changipng-hotes Savor of the Suspension，prepared as in A, Unpre- 
pared as in 了 B. 
co) Two changing-notes occurring in close succession, both either on acCcen- 
ted beat，or on Unacecented beat: 、 


#] At the entrance of the fourth bar we See 8 cT0SS Telation betveel Soprano and Bass， 


| and a jlittle further on one between Alto and Soprano; these cross Telations hre'by n0 Imeans 


Unpleasant，since thbey are not formed by two harmonic notes，The d sharp iD the Bass 8and the 
g sharp in the Sopran0 are merely chaaging notes entering by 8 SKip. 


d) Changing-notes 8are often found after a Suspension，sSometimes eVen 
before its resolution， 


Here again we would advise the student not to indulge a systematic use 
of exceptional forms; 记 in his more advanced studies， he should feel the de- 
sire to apply his knowledge of such forms，he is at liberty to do 80， 

8 110. In closing this chapter we will consider briefty those accidental 
harmonic formations that have the appeayxayxCe 0f chords，They arise 0n 
unaccented beats，when one or more voices progress in steps from chord to 
chord; that is，in consequence of passing or changing notes， These seeming 
chords can easily be distinguished from real chords by their irregular Te- 
solution，the accidental way, in which they enter，and the absence of Tryth- 
mic acCcent. 

In the following examples these accidental chords are indicated by crosses， 


故 全 得 和 计 用 全 和 主考 二 和 
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9 | 人 Eee ] 
生计 本 相生 竺 和 和 在任 
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In the following example, in which the four voices are arrayed in two 
groups moving in contrary motion to each-other，we fnd these Seeming* 
chords on accented beats. 


gd 2 2 务 机 6) 多 
二 汪汪 二 
银 
= 二 王 3 三 三 三 二 32 二 = 二 


In the last example the progression in steps of all the voices justifes 
tone-combinations which bear not the slightest resemablance to chords. (Vide: 
NB). Our mnusical instinect mnust aid us in determining the harmonic 他 ame- 
work of such tone-structures; the harmonic components of example e) are 
about as follows: 


- 上 
三 全 
， | 可 
In this same example the chord of the Six-four appearSs 三 到 村 


Several times 8aS 8 passing 一 chord. 
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Second Section. 


The melodie deyelopment of the voices. 


C 了 APT 也 了 XIX. 


Strict Part 一 writing. 
(Strenger Satz)， 


$ 111， Suspensions，passing-notes and changing-notes greatly enhance 
the melodiousness of the voices; the simplest chord--succession Can by Imeans 
of these three _ attributes of voice - leading，be exalted to a high pitch of 
artistie and _ technical perfection. Nowhere is this perfection so thoroughly 
attained as in so-called strict parzt-oritig He who can skilfully handle the 
scanty material， to which this mode of writing is restricted，may well con- 
sider himself a master of harmonization，The seerningly insigniftcant Iaate- 
rial of strict part-writing coupled with a highly-fnished，melodious voice- 
leading，enables us ， after having thoroughly mastered the principles of this 
mode 0f writing，to evolve the most beautiful harmonic forms， 

We have said in a former chapter that strongly dissonant tone-combi- 
nations 一 as，for instance，the seqduence chords and the augmented and di- 
minished ehords 一 are frequentily of great value to the composer，in cases， 
Where，by their very harshness，he is enabled to expresS certain characte- 
ristic moods，these dissonances，however，p0SSesS DO such significance for 
the student，who，uninfluenced by any Special ideas or aims，Sseeks absolute 
harmonic beauty, In this sense strict partwriting is am excellent School for 
the young composer，since it absolutely excludes dissonance in chords，and 
chromatic progression in melody, pursuing chiefly the practical aim of Sing- 
ableness and Simple intonation 

Just at this stage this strict mode of wiiting should prove beneficial to 
the student，serving as 3 sort of healthy contrast to the different morbid， 
unnatural，artificeiatly derived harmonies，of which we have had 8a Surfeit 训 
the last chapterSs 

S 112. Striect part-writing is founded upon 3 Consonating Telation be- 
tween the Bass and the other voices; consequently it admits only major and 
minor triads with their frst inversions，and the chord of the sixth of the 
diminished triad. The fourth being regarded as a dissonance，chords of the 
sixth and fourth are excluded The same is true of all dissonant chords with 
their inversions，The cadence consists of the Dominant triad or its first inver- 
sion (the chord of the Sixth 0f the diminished triad is also used)，and its 
resolution into the tonice triad; the cadence must be a perfect one， that is to 
Say，the tonic triad must appear in octaVe position， 


， 放 和 习 运 到 
二 二 三 三 砷 < | 


S$ 113. Regarding the melodic progression of the voices the foliowing 


should be observed: Strict partrwriting admits，jumps of 0octaveS，5M2I20Y- 


Sixths, 一 DUye 人 fths 2nd fourths，Micjo7 and Miaor thirds 一 jumps of Mi07I07 SiXthSs 
are to be avoided. Jumps of dissonant intervals (Sevenatb) are positively pro- 
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ee 


hipited 一 even when the notes forming them belong to the diatonic Scale; 
chromatiec progressions are likewise forbidden. 


bad 
局 -一 一 一 一 一 
拓扑 尖 妥 和 弹 
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人 卫 
8$ 114，The following parallel pTogTressions aTe Prohibited: ffths and octa- 
Yves and Majox thirds，when progressing a major second The last restriction 
dates back to olden times，when music Was almost entirely confned to strict 
part-writing, and the augmented fourth (yitoxaws) Was the Only known augmen- 


ted interval, Not bnly the Tritonus and its inversion，but any melodic and 
harmonic progression similar in effect，was strictly prohibited. 


mu. 区 ZE 全 | 


The parallel progression of two major thirds a halPtone UpwWards WaS 
permitted，since 让 gave Tise to no Tritonus，e. g， 


8$ 115. Modujations into the nearest keys are permitted DTOvided that 
chromatic progressions do not 0Ccur， 


已 一 - 忆 一 乡 二 一 一 - 
人 已 一 乡 一 乡 
812. 0 
< 到 一 己 一 巴 受 
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S 116. From minor we may freely pass into the paralel major key，a 
modulation not being necesSary; Chromatic pogresSsions arTe， however，t0 be 
avoided In like manner parallel minor harmonies are permitted in I 匀 时 0T， 
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8 117. For the sake of greater freedom 记 the Yoice-leading the pa&arts 


，may cr0ss,， that is to Say，deviate from their normal rejative Dosition and 


adopt，for the time being，the inverse relation. 

S 118. Erom What has been said，wWwe conclude 名 at 记 strict part-writing 
natarTal intervals，that is，progressions by steps and consonant jumps 8aTe 
considered most singable and simple for the human voice to intonate， 

Harmonie intricacies must give place to purety of intonation， 
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S$ 119. Im our exercises we shall employ the Caxtws jizptts，wWhich，being 
a melody of Whole notes，can easily be transposed into any other voice. We 
will at first halimonize this melody in whole notes，writing each voice in its 
Tespective clef and on 3a Separate sta 信 . 

Wote. No voice must exceed its proper limits. 


Cantus frmus. 届 二 | | 到 二 汪 把 全 卢 厅 
局 呈 人 CD 
。 让 


委 导 二 基 坡 司 导 二 基 全 全 


3815， 
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下 
人 人 可 也 如 
Cantus frmus， FE: ] 十 村 = = = 主 相 二 
站 全 


.Eapey cise, 也 armonize the following melodies，considering thbem as cantus 
frmus successively in each voice. 


1 


uv 汪 划 
全 2 可 人 
se 全 三 二 二 3 天 二 | 


2， 
计 2 二 互 ee 本 二 和 导 


Wote. In transposing the cantus frmus into another voice, we can employ 
SO0me other key better suited to the limits of the voice in question. 

S$ 120, Whole notes can be split up into half notes，1) when two diffe- 
Tent chords are to appear in the bar, 2) in consequence of suspensions, pas- 


*#) 了 Rifths and 0ctaves 8aT6 permitted in the inner voices, 证 contTaTy Imotion be emapl0ye6d. 


##) At this point the Tenorf lies below the Bass，8ani j i jgni 
ne ，and RSSUmes, for the time being,thbe signi- 
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sing and changing notes. Suspensions from above downward must be pre- 
pared and resolved according to Pule. Only diatonic passing 一 and_ changing- 
notes can be employed. The 7- 缉 degree in Iminor is not raised when 让 i8 8 


passing note. 
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Wote. Octaves and Fifths on two similarly accented beats are regarded 
a8 faulty open progressions. 
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S 121. In three-divisioned time two chords can appear in a bar，one 
on the accented part of the measure and the other on the seconQ Unaccented 


#) he exceptiong to hbe Tule governing the resolntion of Suspensions，&8 giYen iD 877 一 3， 
are 8a81S6 perrmaissibjle in strict part WwWTiting 
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beat; on the first ttnaccented beat can appear only the resolution of a suspel- 
sion，if there be one，0T7 passing 一 0 changing notes 一 n0 actual chord mnst 
0ccupy this beat. 汪 


C. 矶 汪 二 至 = 痉 汗 
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S 122，In fourdivisioned time the Second accented bart of the measure 


can be occupied by an actual chord or a suspension; the unaccented beats. 


are devoted to the resolutions of Suspensions，and to bassing 一 and chan- 
ging notes， 

Of the two passing-notes，which fjl out the interval of a fourth, the se- 
cond may fall on the second accented part of the measure (A). On this beat 
imay also fall a chnanging-note following the resolution of a suspension (B). 
The preparation of a suspension must never be of shorter duration than the 
Suspension itself. 
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JIn Six-divisioned timne two cases are to be distingujished: tne Six-quarter 
measure 3nd the three 一 haif measure. In the first we have two accented 
beats，the one and the wuxi in the second, however, there appear three accen- 
ted beats，o7e， 友 yee and jioe. The Six-quarter measure should be regarded 
838 consisting of two three 一 quarter measures: the three-half measure, as being 
made up of three two 一 4uarter measures. In the latter measure the third 
and fifth quarters may be taken up by passing-notes, as in the case of the 
Second accented beat in four-divisioned time，、A changing-note can，again， 
fall on the thirG quarter，provided it is preceded by the resolution of a Sus- 
pension， A suspended half-note can oceur only at thbe beginning of 3 bar; 
Suspended quarter-notes can fall also on the tbird and fifth quarters, 


在 二 一人 在 持 有 


*+) On UDaccented beat the third of the triad may ] omijtted. 
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%##)] 了 6eTe 8gain the thizdq of the triad is omitted on an unaccented beat， 
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ERxercises. 


心 ES 三 全 = 


族 生 三 马 
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$ 123， Bighth-notes occur in strict Writing only in one case; namely， 
Where & Suspension 0n the first accented beat is followed by its resolution 
and the changing-note below，on the frst unaccented part of the measure， 


二 相 


S$ 124. In three-voiced strict writing we fnd either complete triads or 
人 with ffth omitted; in the latter the third is generally doubled. In the 
cadence the tonic triad can appear with third omitted. 


124 


In two-voiced writing the accented beats Imust be 0cctupied by COonS0O- 
nances，perfect or imperfect， The cadence consists either of a third whose 
intervals resolve by steps into the tonic prime，or of & Sixth resolving-into 


the tonic ocetave， 
m 睹 允 - 一 2 撕 二 一 引 
号 


Dissonances can 0Ccur，on accented beats,， only in consequence 0f SUuSpen- 
sions; on unaccented beats，as a result of passing 一 0r7 changing-notes. 


0 看 


汪 下 王 全 站 汪 研 三 二 


本 本 怀 ] 


iexcise. Harmonize in two and three voices a cantus frmus out of ene 
of the preceding exercises，. 

8$ 125,，Having mastered the principles of two and three-voiced writing， 
We are in & position，when employing many voices，to avail ourselves from 
time to time of a pause in Some voice Such a pause in 8a voice can，howe- 
Ver，set in only immediately after an accented beat. 

Model of five-voiced writing: 


CO 硬 , 


和 
= 王 论 关 秆 生生 于 汪 竺 民主 汪 
HE 
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333。 
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Bereises Harmonize several of the foregoing 0C.T'S in fve and Six- 
Voices， 


CHAPT 了 BR XXX， 


The further development of voice-leading. 


Having now, in strict part-writing, learned the art, Imelodically to round 
off and perfect the Voices，we can return to freer harmonic forms: all pos- 
sible chord-combinations are again at our disposal，provided the elegance 
and fueney of the movement be not impaired、and the inordinate desire of 
certain echord-effects do not gain the upper hand，Strict writing is realy no- 
thing more than an excellent school; there is after al n0 necessity for con- 
fining ourselvyes to its extremely narrow 1limits，when SO Imany other inte- 
resting harmonic combinations are clamoring for Use In our remaining 
exercises We will therefore completely rejinstate all the old harmonic forms， 
taking care，however，hnot to violate the principles of melodious voice-leading. 
Simpjieity and naturalness Shail aiwayS be our aim; bold，far-fetched com- 
plications shall invariably be avoided. 

Surely the student should now be competent to distinguish between har- 
monies that can be unreservedly employed，and those whose use is limited 
to _ certain conditions，being justifted only by the distinet purpose of the com- 
poser 一 by the idea which underlies his composition 

RBor the sake of recapitulation we enumerate hele the chords that consti- 
tute the essential material of Harmony: 

II All consonant triads，with their inversions， 

2) The Dominant-Seventh chord and the diminished Seventh chord, with 
their inversions，as well as the chord of the sixth of the diminished triad. 

38) The chordqs of sequence (Whose use is， indeed，Somewhat limited), of 
which that on the 2-nd degree is miost in Use 

Al other chords are Superfluous; at any Tate their occurrence Should 
not be too freduent，being in each case justifed by a distinct puTrpose， 

Regarding melodie fguration we would emphasize，that the Suspension 
is first in importance, Serving as 让 does to animate the Trythm, 过 presentSs 
at the same time an excejlent means of chord 一 connection Suspensions, InOoTe- 
over，impart to the harmony a refned，noble character, and Supply, through 
their dissonance，the element of variety. They are employed to best advan- 
tage in slow movements (Andante，Adagio，Largo)，Since 3 proper appre- 
ciation of their beauty demandqs that the ear be clearly aware 0f prepara- 
tion and resolution. In fast tempo，suspensions are Imost appropriate at the 
end，where the Harmony becomes more COmposed; here they 0ccupy, not me- 
rely & part of the Imeasure，but the entire Imeasure,， OF eVen 3 number of 
Imeasures 36 8 time， 

Passing and changing notes，while contributing nothing realy new in 
the chords，are nevertheless of great value fom a melodic and rythmic 
Standpoint， 

S 129. Jumps，which are forbidden in strict writing，are permissible in 
the freer form. 0f all jumps within the compass of an octave，that of the 
major seventh alone is unmelodic， Jumps of augmented intervals Should，as 
we have learned，always be replaced by tbeir inversions 一 diminished inter- 
vals，Chromatic brogressions may occur but not too often. 

8 130. In three 一 part writing the diminished triad and its second inver- 
sion Iay be applied 


n+ 大 全 生殖 光 
2 和 旋 下 和光 | 
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The Tritonus or its inyersion may occtr on acecented beat in two-part 
Writing; but only 计 it is followed by the tonie with third: the leading tone 
is led upwards into the tonic，while the 4-th degree performs a step of a se- 


5355. ES 厘 汉 E 全 | 


To the modern Inusician the Tritonus does not have the force of a harsh 
dissonance，since it partakes of the nature of the Dominant 一 Seventh chord， 
In like manner We tolerate, in two 一 part wiiting， the minor seventh and its 
jnversion，provided a proper resolution is effected. 


xc 有 和 丰 | 去 秆 


On the whole, all those dissonances belonging to the dominion of thbe 
Dominant-Seventh and diminished-Seventh chords are much used. The reso- 
lution into the tonic，however，must invariably follow, either directiy or with 
the intervention of one ofr more intervals forming part of the dissonant chord， 


二 二 二 宇和 二 
二 吕 洒 坪 


8 131. The cantus frmus need not always be made Up of whole notes，. 
The following melodies are to be used as Cantus frmnus in four， five，and 
Six-part exeTcises. 


cond downward， 


Soprano， 


本 二 二 二 三 生生 
醒 半 人 全 三 垂 震 年 二 得 二 委 下 
三 兰 王 王 王 三 全 
生生 


*#) Special exercises in two and three-part writing are notnecessaIy; these forms frequentiy 
0ccDI where IOT6 Yoices 8Ie used duiing 8 pause 0f Several of the Yoices， 
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Tenor， 


人 
。 


本 区 让 3 三 二 二 和 三 三 三 三 三 二 三 
上 本 二 直下 下 于 二 = 下 王 -= 
和 下 生生 二 全 生 = 三 三 三 = 三 三 
外 计生 2 引 和 三 三 三 下 到 
二 三 E 三 三 三 三 EE 三 蔡 二 三 己 王 三 
区 全 二 本 和 有 下 王 于 天 年 到 


-下 认 


S$ 132. In harmonizing a voice laden with all sorts of melodic emhbellish- 
Ient，one Imust carefully consider what is the proper harmony under- 
lying each and every turn of the melody. The harmonic accompaniment of 
a voice S0 compltex in Structure must be characterized by rythmic tranquil- 
lity，in order，by means of contrast，better to display the melody 


Given voice， 


ae 


放生 
= 


一 王 = NA 
-和 和 蕊 j 可- 2 | 
一 一 
4 一 


全 
的 
了 


Given Voice. 


5 
后 


z 下 中 人 一 一 硬 -可 -本 4 
5. 
国定 到 各 王 生 兰 
二 < 下 邱 


8 133.， Hitherto we have constructed ouUr exercises within the limits of 
the human voice, have, that is to say，employed the Yocal style， Which is 
the surest means for mastering voice-leading 一 the basis of the technic of 
composition，The instrumental style is naturaliy inuch freer than the Vocal， 
since it must regulate not mmerely a few distinct voices but great harmonic 
masses (Orchestre 一 Pianoforte 一 and chamber-music compositions)，which only 
now and then give place to smaller fewer-voiced tone-combinations， Instru- 
mental music exhibits Such an infinite variety of harmonic forms， that & 
Systematic arrangement of these Were impbossible. A careful analysis of stan- 
dard compositions (as，for instance，the Beethoven Sonates) is the Surest 
method for gaining a perfect comprehension of this difficult subject， For 
this reason the student should devote as mnuch time as possible to the most 
thorough and conscientious Study of the best instrumental works， A perfect 
comprehension 0f these WOoTKS is howeVeT impossible without a Knowledge 
of harmonic fguration，the subject of the following chapterT， 


CHAPTER XXI. 


Harmonie 人 guration. 


S 134 Harmonic fguration is specifically an instraumental form; in it the 
voices loose their individual melodic _ significance，and appear, in Smaller 
ITythmic divisions，as parts of one collcctive harmonic voice， 


二 = 


*+》Here an oIgan point can be employed, the other YoiceS taking up the sixteenth 一 全 gUF6S 
of the Bass。 
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Ia harmonic fguration we either retain the original number of melodie 
Yoices，oT double each voice in a different octave 一 according to the range 
of the instrument The laws govyerning the connection of harmonies must be 
observed in fguration; but since the ear is barely ajlowed time to follow the 
ER of the SR 0 irregularities (aS，foT instance，for- 

Dn progressions) that are Hiable ir 重 
人 ee ) to occur nowW and then，loose their dis- 
As Tegards forbidden octaves，we should distinguish whether they occur 
in the original voices，oF merely as 8a consequence of the doubling of one 
of these Voices，This difference is readily seen, if we drop all repetitions of 
intervals，and represent the fguration in four-part writing. 


oveEEEEEEE 于 二 三 
到 玫 和 和 交 儿 站 


Doubling. 


万 
| 


The most important points in fguration are，the evolvi 
OF ‰%M080e，and 8 conscientious applieation of the same， 0 


Given harmonies，. 
1， Figuration， 


In the repetition of the fgure facility of execution must alWayS be an 
important consideration; the strict application of the fgure may be dispensed 
with in cases Where Dlayableness demands Such 3 course. 


*) In the given four _voiced harmonies there is no doubling of the third in this chord of 
the sixth; at this point however the application of the motive demands it- 
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In 名 6 of the above examples the pianoforte is supposed to be the per- 
forming instrumenti conseduentiy the second chord (G-triad) is arranged for 
the left hand in a manner not Tepfesenting the position of voices in the ori- 
ginal chord of four parts The original disposition of the parts could, in fast 
tempo，be Gi 佣 cult of execution. 


车 Unpractical. 信 轴 至 Bractical. 各 
天 面 - 多 - 硬 一 曾 一 
3 人 65。 三 
参 
二 = 人 


8 135. If the dimensions of the motive do not permit 0f jts full repeti- 
tion on smaller divisions of the measure，the Tepetition of a part will Su 人 
fce at these points; the Trythmical movement must，however，be preserVed 


S$ 136. Suspensions are easily reproduced 训 fguration 


Harmonic fguration sometimes appears in conjunetion with melodic 全 
guration. This is seen ip case 5 0f example 344. 
了 ercise， Harmonize the following Basses，employing fguration， 


| 
上 


3 和 本 3 43 


CHAPTBRR XXXII 


Thefree 了 Prelude， 


8 137. A_ valuable exercise is the writing of free chord-progressions，d0- 
minated by no particular voice and going through all sorts of modulations，. 
Such_ exercises，wWhich need not take any of the distinct forms recognized im 
musical combosition，should be characterized chiefy by Skilfnl harmoniza- 
fion 的 They may either end in the original key，or constitute 3 passing 
modulation; at the close the organ-point can be employed. 


和 


*#) The different forms 记 Which musical thought is present ri 
AN g 下 nted，will become Knowan to the 


Wote. For the sake of clearness it would be advisable to employ & Sepa- 
rate staff for each voice and to write the voices in their proper clefs. 


CHAPTZBR 文 XXII 


Derviations from the laws 0f Harmony. 


8 138. The laws of harmony being the outcome of experience，and cor- 
Toborated as they are, by our musical instinct，are in the main incontro- 
vertible; but in a highly-developed harmonization the melodic tendencies of 
the voices are 8S0 powerful，that even the boldest deviations from these 1aw8 
are sometimes justified by them， The preponderance of the melodic element 
and the infltuence it exerts on chord-progression is best exhibited in the irre- 
gular resolution of dissonant harmonies. 

It is obvious that a total disregard of the laws 0f natural chord-con- 
nection can be indulged in only by the experienced composer，who,， 记 the 
pursuance of aims higher than a mere pedantico，anXious 0bSerVance of Tu- 
jes，knowingly deviates from harmonic laws. 

The Dominant-Seventh chord、 for instance，would, according to the laws 
arising out of its very nature，have to resolvye into the tonic triad; it cam， 
however，be resolved into other triads of its own or of strange KeyS，pIOVi- 
ded forbidden parallel progressions and cross-Trelationg are avoided and me- 
lodious voice-leading is observed 
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The Dominant-Seventh can even resolve into a dissonant chord，provi- 
ded the voice-leading is go004. 


In like manner every dissonant chord can Tesolve into a chordqd other 
than its resolution, if such a deviation be demanded by the voice-leading or 
the higher aims of the composer， 

These irregular resolutions of dissonant chords are called: iteyzttDteQ 
CQQences，0OFT aeceptioe CQGe7tCe8， 


OHAPTER XXXIV， 


Cadences (closeS). 


8 139. In conclusion let us complete and systematize 0uUT knowledge of 
the different cadences，our_ treatment of wbich has hitherto been but frag- 
Inehtary. 

We have: 

Complete close (authentic). 
Half close and 
Deceptive cadence， 

The complete close consists of the harmonies of dominant and tonic. 下 
both these chords appear in fundamental fprm, and the tonic triad moreover in 
octave position，the cadence is called perfeofi otherwise it is termed ?Deyfect 


Perfeet. jnmperfect anthent clos | 


| 
汪汪 性 汪 三 生 王 = 三 | 三 王 三 | 


When the fundamental (in the Bass) of the Dominant resolves into 8 
degree other than that of the tonic，we have a deceptive cadence. 


The Half-elose is a full close reversed; the first chorq of the Half-close 
i8 the tonic triad or some chord of the subdominant groupi this is followed 
by 了 地 e dominant-triad. 


3 
| 


In addition to these closes there is the so-called Piagal or Church close, 
which was mentioned in an earlier chapter. 

A_ further knowledge of cadences must be sought in the treatises on mu- 
Sical totrm. 


